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ADVERTISEMENT 

TO THIS EDITION. 

HA D a new Edition of this Translation been 
called Jar at an earlier periody and at a time xvhen 
its Author possessed the opportunities of health 
and leisure J it is impossible to say what alterations 
or additions he might have made. That in the 
progress of' preparing it he would have made some 
is most probable. But his removal to a situation 
in which ?us time was more occupied by profes^ 
sional duties^ together with the declining state of 
his healthy seems to have prevented him from 
turning much (fhis attention towards the accom^- 
plishmmt of this design. It is certai/iy hoivever, 
that the publication of another Edition had 
sometimes been in his contemplation ; and that in 
consequence he had even written down a few 
short Memoranda ; — but it does not appear that 
a necessity of making many alterations or additions 
had ever occurred to him. 

The only new materials^ then, which he has 
left for this Edition consist in a small collection of 
such Remarks as were suggested to him by 4 
reading the Notes in Mr. Tyrwhitfs Edition of 
the Treatise on Poetry ^ — intended^ as appears in 
his ^mi hand-writing, merely ''for his awn we, 

A3 in 



o >♦> r\ 



ADVERTISEMENT 

in case he should eve?' publish a second Edition of 
his book ; " — and^ likewise^ a few mar^ginal notes 
in his awn copy (f the first Edition. For the 
possession of these, as well as for assistance and 
advice in the use of tkem^ I am unwilling to con- 
cealy that I am indebted to my Father *. 

That these Remarks are mt drawn up with 
all that care which the Author would have 
bestowed upon them befmx he pi^esented them to 
the publick eye, will be apparent to the Reader 
on the slightest comparison of them with the oldj 
and more finished Notes. But as nothing which 
proceeds from a mind habituated to reflectiony 
upon a subject to which it has been particularly 
directed, can properly be deemed hasty, I have 
ventured to select some of these Remarks for 
publication. 

In making the Selection, I hwoe rejected those 
which he had evidently reserved for future con^ 
sideration. Those in which he has spoken with a 
stronger tone qfdedsionj — whether admit tir^ his 
awn errors, or confirming his farmer opinions, or 
expressing his concurrence with the observations of 
Mr. Tyrwhitt, — I have thought it due to himself^ 
to- Mr. Tyrwhitt^ and to the publick^ to make 
known. 

It is manifest that there are ihree 'f passages 

of 

—I . . - , ■ . - 

♦ Richard Twining, Esq. of Isleworth ; — brother of 
the Translator. 

t See Remarks 7. 3a. 33. 



TO THIS EBITION. 

of the former Edition which would have eiigaged 
the particular attention of the Translator. But 
as he has not fully shewn^ and perhaps in his own 
mind had not filly determined upon, the exact , 
manner y and the very zvords, in which he would 
have altered either the passages in his Translation^ 
or the Notes which relate to them, I have been 
compelled^ however reluctantly , to retain both the 
Translation and the original Notes as I found 
them: — leaving it to evoy Reader to make his 
(mn application of the additional Remarks. 

With respect J indeed^ to Note 241. / may be 
permitted to say, that I retain it with little or no 
reluctance : because^ though it be probable that the 
words — tcfjkot, it (pmriif, — received by Air. Tyrwhitt 
into his Te.rt, will in future be univa^sally 
preferred, and in consequence the criticism here 
combated by the Translator be universally aban- 
doned, yet, the Note zvill, I think, remain a fair 
as well as an honourable testimony, that the taste, 
learniiig, and unbiassed judgment of the Author^ 
had at least guarded him from assenting to that 
erroneous interpretation, — sanctioned as it was by 
very eminent men, — which would hwce lowered, 
and in a gfeat degixe explained aivay^ oncfif the 
most beautiful passages of the Iliad. 

THE EDITOR. 
fStiltony Octr 1, 1812. 
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p. 117. last line but one — for si - - - - read is. 

127. margin for Historain - read Historian. 

145. note 6, last I. but ^yfor philosopher, read philosophy* 
*236. line 16 and note "*, for >ioy6<^- - - read Xoy®-. 
£80. line 5 - - for yiv2a-Qa.t — read ytvio-flku 

VOL. IL 

p. 104. line 9 - - for vertcux - - read vertueux. 

1.^5. note ^ " for V. 1638 - - read v. 1368. 

j81. --. — _.. -- /"<»>• Ttrtzes - - read Tzeizcs. 
ii\9. Vine 9, word vct^a-^v>^ttTrtffBait word shoulcf be in italics, 
307. note ^, last line - for xacav • - - t read vaa-av. 



PREFACE 

TO THE FIRST EDITION.* 



VITHOEVER recollects, that, in writing a 
^ preface, he presumes, in some degree or 
other, to call the attention of the public more 
particularly to himself, will hardly be disposed to 
say more than he thinks necessary, and will say 
even that' with some reluctance. To be allowed, 
however, to explain his own design, in his own 
defence, is a privilege which every writer may justly 
claim ; and I am too sensible of the imperfection 
of the following work to deliver it up in silent 
confidence to the public judgment. 

It may be said, I think, universally, of all 
translation, that it should give the thoughts of the 
original with all the accuracy possible, and tht 
language as closely as is consistent with the pur- 
pose, which every man w:ho writes must necessa- 
rily have in view — that of being read with satis- 
faction. No work can be read with satisfaction 
if it is ill written ; and every translation is un- 
doubtedly ill written, that does not, as far, at 

least, 



X PREFACE. 

least, as language is concerned, read like an 
original ; that, on the contrary, to every reader, 
at once discovers itself to be translation, by that 
constrained uncouthness of expression, harshness 
of phrase, and embarrassment of meaning, 
which necessarily result from the transfusion of 
idiom out of one language into another. A 
work so translated may be said to be translated 
into broken English, For the effect is much the 
same, whether we are imperfectly acquainted 
with the language in which, or adhere too ser- 
vilely to the language from which, we speak: 
whether we write English in Greek, or Greek in 
JEnglish. In both cases we write one language 
in the idiom of another. 

But in steering from this rock, the translator, 
if he takes too wide a compass, will be in danger 
of running upon another. It is singular, that 
Pope, in one of his early letters, should have 
pointed out, by a sensible and true observation, 
the very defect, and^ perhaps the only general 
defect, of his own Homer. In a letter to Mr. 
Cromwell * he sayS, ^' Let the sense be ever so 
*' exactly rendered, unless an author looks 

LIKE HIMSELF, in his HABIT and MANNER, 

'tis a disguise, and not a translation." Now, 
let every other merit possible be allowed to 
Pope's translation, it surely cannot be denied, 

that 

f Letter jif.. 
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that we have there a manner, a looky a habits vejy 
widely different from that of Homer himself. — But 
poetical translation is attended with peculiar 
difficulty, and demands peculiar indulgence. 
The translator of prose into prose has far less 
excuse, when he departs so widely from the words 
of his author, as to retain no resemblance to his 
manner ; and least of all, perhaps, would such 
liberty be excusable in a version of Aristotle, in 
whose writings, however perplexing on many 
other accounts, a translator is seldom embarras- 
sed by any of those delicate *^ blossoms of elo- 
cution," which /'drop off so easily" at his touch. 

An English translator, it has been said, ** is to 
" exhibit his author s thoughts in such a dress of 
** diction as the author would have given them, 
" had his language been English ^" An idea of 
translation, to which nothing can be objected, 
but the difficulty, I might perhaps have said, the 
impossibility, of its practical application. The 
rule, therefore, is not rule enough. It leaves 
too much to the fancy and the prejudices of the 
translator ; who will naturally imagine, that his 
ffWTiy or his Jiw&urite, style, whatever it be, is 
precisely that, which the author, had he written 
English, would have preferred. Perhaps the 
end of this rule cannot any way be more securely 
answered in practice, tlian by the observance of 

the 



* 



^ Dr. Johnson's Life of Dryden, p. 125. 
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the rule I first mentioned — ^to depart no farther 
from the expression of the original, than is fairly 
required by the different genius of the two lan- 
guages. 

In saying what I think ought to be done by 
every translator, I have of course said, not, I 
fear, what I have done, but certainly what 1 have 
endeavoured io do, myself. My object, in few 
words, was, to produce a version sufficiently 
close and accurate to satisfy those readers who 
are acquainted with the original, and, at the same 
time, sufficiently English to be read without dis- 
gust by those who are not. — ^Such a version, at 
the time when I was induced to undertake the 
task, was certainly among the desiderata of our 
literature. We had then no English translation 
that could be read with patience by any one 
competently acquainted either with the Greek 
language, or with his- own. I know indeed of 
but two attempts \ The one, published in 1 705, 
a mere translation of Dacier's translation, notes, 

and 

■* ■■ ■ ■ ■ ' ■ ' ■■■ ■ ■ .. i.i ... ^ ■■.,.. I 1 1 .1, 

• Fabricius gives the following account of a transia* 
tion by Rymer : '^ ^nglice, Rlmero interpreter cum Renati 
•* Rapini Of^servationlbus Poctich, e Gallico in idem idioma 
** translatisy Lond, 1674." — Bib. Grac. vol. \\. p. 124.— 
The best inquiries I have been able to make justify mc 
in concluding this account to be a mistake, occasioned 
by Rymer's translation of Rapines Rejlecticns on Arn* 
toilers Treatise of Poem ^ &c. published in 1694, and to 
vhich he prefixed his famous criiical Preface* 
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and preface ; though professing, in the tide-page, 
to be translated from the original Greek, and 
accompanied, indeed, by some marginal imprGve" 
ments from the Greek text, most of which, if 
adnutted into the version, would make it still 
worse than it is. — ^The other is a translation' 
from the Greek, I know not by whom, published 
iiV 1 775. It may speak sufficiently for itself by 
a few specimens, which, from among many other* 
of the same sort, I have given in the margin*. 

It would be doing injustice to the translation 
lately ^ven to the public by Mr. Pye, to place 
it, in any view, however favourable, by the side 
of these. A particular and critical examination 
of its merits would come with Httle propriety 
from me. So much, however, I may be allowed 
to say, for it is an indisputable fact, that Mr. Pye's 
translation and mine are frequently very differ- 
ent ; and that, in many passages, if he is right, 
I must confess myself to be wrong. 

It is natural for me to wish, that I could se- 
;cure the indulgence of the reader, by giving him 

some 

^ P. 3, and throughout, iOn is rendered " morals,^^ — 
p. ir, and 16, odfratrx^^^^l^^y '* self -formed images*^ — 
p. 31. w^Of fiEv T«j ayavai nau tw cuffdn^tv — *^ with regard 
*' to t/ie Controversies and the Conception y-^^* 57. orepcw- 
rsfoi — " a degree nearer art^ — p. 89. Ex« 3k vpoi tp 
l«»T£i«a-fiflw TO lAfff^^ 9ro>i; ti h Bvoinoaa iiiot. — *^ Epif 
" has much peculiar for lengthening the greatness.^* -^-^ 
p% 92* iiwmok 9m umqt^^^^* Jmpofsi^iMes an4 Smtablc.** 
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quoted, throughout the treatise, are lost— But 
the chief of these sources, undoubtedly, is the 
mutilated and corrupt condition of the text The 
work is but a fragment : — Ili^ax^ 10 U^^ ixly^ 
A#|3«f ! — I wish I could add, Aaa' ut*^ Koiotffi n 
xa# a;^«ftvT^ dvipint : but even of this fragment 
it may be doubted, whether it has been most 
injured by mutilation, or by repair. The history 
given by Strabo, of the fate of Aristotle s worte 
after his death, is so curious, and so effectually 
removes all wonder at the mangled state in which 
we find them, that I shall here, for the sake of 
the English reader, insert a translation of it 

" The Socratic philosophers, Erastus and 
^' Coriscus, were natives of Scepsis*; as was 
^* also Neleus, (the son of Coriscus,) who was 
** a scholar of Aristotle and Theophrastus, and 
** to whom the latter bequeathed his library, in 
** which was included that of Aristotle, For 
" Aristotle, who, as far as we know, was the 
** first collector of books, and the first who 
" taught the kings of Egypt to form and arrange 
" a library, left his own collection of books, 
** (as he also did his school,) to Theophrastus ; 
" and firom Theophrastus it came to Neleus. 
** Neleus removed it to Scepsis, and left it to 
" his descendants; who, being illiterate persons, 
" threw the books togetlier as lumber, and 

" locked 

^ A city of Mysia. 
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** locked them up: but afterwards, when they 
'* heard, that the Attalic monarchs, their sove- 
" reigns, were taking great pains to collect books 
for the Pergamenian library, they concealed 
them in a cave under ground ; whence, after 
" having been long damaged by damp and worms ^, 
** the books both of Aristotle and Theophrastus 
** were, at length, sold by some of the family, at 
" a great price, to Apellicon the Teian. This 
" man was rather a lover of bookSy than a lover 
" of wisdom, or a Philosopher'; and being 
^* therefore anxious to restore, at any rate, those 
parts of the manuscripts that had been des- 
troyed or damaged, he had them fairly copied ; 
and, the vacuities in the writing being unskil- 
fully supplied^ they were thus published^ full 
of blunders. The old Peripatetics, who suc- 
** ceedcd Theophrastus, posse3sing none of these 
*' writings, except a very few, and those chiefly 
" of the exoteric kind, were not qualified to 
philosophize accurately, but contented them- 
selves with treating, in a shewy and superficial 
manner, such particular questions as were pro- 
posed. The later Peripatetics, however, who 
" lived after the publication of those books, were 
*' enabled to teach the Aristotelic doctrines with 
" more exactness ; yet even they, from the niul- 

"titude 

^ ^I'ho^i&h!^ fAo^hov h ^i^oo-of ©•.— A very modem sort 

of character. 
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" titude of errors in their copies, were frequently 
obliged to have recourse to explanations merely 
conjectural. And these errors were much 
increased at Rome. For immediately on the 
" death of Apellicon, Sylla, when he took 
" Athens, possessed himself of his library, and 
'^ carried it to Rome; where the books fell into 
'* the hands of Tyrannio the Grammarian, a 
** great admirer of Aristotle, who procured them 
*' from the librarian ; and afterwards into those 
" of certain booksellers, who employed careless 
" and ignorant transcribers, and neglected to 
** collate the copies with the originals; which is 
*^ also the case with many other books trans- 
" cribed for sale, both at Rome and Alexan- 
'' dria"." 

In the division of the translation into Parts 
and Sections, there was no authority to restrain 
me from following my own ideas, and preferring 
that method which appeared most conducive to 
clearness. — By the marginal titles the conve- 
nience of the reader is consulted : he has the 
work, and its index, under his eye at the same 
time. — ^The order of the chapters I have not 
attempted to disturb. But if, on the one hand, 
I cannot admit the unnecessary and licentious 
transpositions of Heinsius, neither can I, on the 

other^ 

*" Strabo, lib. xiii. p. 608, D, ed. Casaub. — See also 
Plutarch's life of Sylla, p» 856, ed, H, St# and Baykj^ 
art. Tyrannion. 
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OtWy assent to those commentators, who, like 
Dacier, defend, on all occasions, the common 
arrangement as authentic. If they are right,, we 
must suppose one of the most strict and nie- 
thodical of philosophers to have been sometimes 
jEdnqiost as careless as old Montagne; who, as 
he tells us pleasantly, " nmoit point d'autre 
*^ sergent de bande d ranger ses pieces que la 
^- fortune J^ 

Every translation should be accompanied with 
such explanations as are necessary to render it 
intelligible to those readers who are supposed^ 
chiefly, to have recourse to translation ; those, 
who are totally unacquainted with the language 
of the original. This is the object of the short 
notes under the version ; in which, however, I 
have sometimes referred to the larger notes, 
when they were such as would answer the same 
purpose. 

These last-mentioned Notes, Tvhich follow the 
Translation, and the two Dissertations prefixed 
!to it, (which indeed are but longer notes thrown 
into that form,) I wish to be considered as the 
principal part of my design. They form a full, 
and nearly a continued, commentary. My pur- 
pose was, to discuss all the difficulties of the 
originaly of whatever kind : to remove, or at least, 
to diminish them, where I could ; where I could 
not, to state them fairly, and to confess them — 
the easiest part, certainly, of a commentator's 

b 2 duty, 
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duty, though not, perhaps, that, which is most 
commonly discharged. 

As a great part of these difficulties arise from 
the ol^scurity or corruption of the Greek text, a 
great part of my comment is, of course, taken 
up by philological and verbal criticism. But 
though my plan obliged me to submit to an em- 
ployment which wit has disgraced by the name 
of "word-catching," I hope it will not be found 
that I altogether " &e on syllables"." It is, 
indeed, rather hard upon a commentator, that he 
should be expected to " catch" the meaning of 
his author, and, at the same time, reproached for 
endeavouring to catch the words in which that 
meaning is contained, - But, in executing this 
part of my task, I must confess myself to have, 
indeed, an insatiable appetite for obscurity, if I 
have discovered any desire of finding the text 
more corrupt and mutilated than it is. Where 
I have indulged conjecture, I hope I have always 
remembered that it is conjecture, and have nei- 
ther insulted the reader, nor disgraced myself, 
by the disgusting, though privileged, language of 
emendatory criticism on antient authors. A 
Latin commentafor, indeed, may lay any wager^ 
that his author wrote this, or that ; may dssert his 
emendation to be clearer than light itself j and 
say to his reader, if you are not a blockhead, you 

will 

" '* niach word-catcher, that lives oa syllables."— 
Pope's JCpt iQ Arbuthnbt, 
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Tvill be of my opinion^ &c. — " Nobis non licet 
•* ^sse tam disertis." 

They, who think any interpretation better than 
none, may perhaps wish, that I had not employed 
so considerable a portion of my notes in merely 
stating difficulties which had not been fully seen 
or fairly acknowledged, without attempting to 
remove them ; in combating interpretatibns 
hitherto acquiesced in as satisfactory, and shewing, 
that many passages, supposed to be sufficiently 
understood, are yet to be explained. This is 
certainly not that part of a commentator's duty, 
which is most pleasant, either to his readers, or 
himself; but it is surely a necessary and indis- 
pensable part of it, and I have endeavoured to 
discharge it faithfully. I hope I have no where 
either made a difficulty to shew my sagacity, or 
dissembled one to conceal the want of it. 

We live in a delicate and fastidious age, in 
which learning, even in books, is hardly released 
from the necessity of observing, in some degree, 
what Fontenelle calls " the exterior decencies of 
" ignorance ^T . But, if pedantry be an unneces* 
sarj/j unseasonable^ and therefore ostentatious, 
display of learning, I should hope, that the nature 
of my work would sufficiently secure me against 

that 

• *' Quovis pignorc contenderim." — '' Luce mcri- 
•* diana clarius."— '* Tu, si sapis, mecum reponc."-*-* 
&c, &c. 

' •' Lcs bienseances extcrieures de rignorauce." 

b3 
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that charge. It will scarce be thought strange, 
that notes, intended to explain a Greek author, 
and supposed, of course, to be addressed to Greek 
scholars, should abound with Greek quotations. 
One of my chief objects was, to illustrate Aristotle, 
wherever I could, from himself, and from Plato, 
to whose opinions and writmgs he continually 
alludes. Another was, to relieve the dryness of 
so much philological discussion by passages, 
which, at the same time that they throw light upon 
the author, might also be expected to afford somQ 
pleasure to the reader, either as beautiful, or ag 
curious. With the same view, I have now and 
then ventured to quit, for a moment, my direct 
path ; to transgress Seneca's rule, " Quo ducit 
" materia sequendum est, non qiio mcitat^' and 
to avail myself of some of those many openings, 
which Aristotle affords, into collateral, though not 
irrelative inquiries. 

The time is come, w hen we no longer read the 
antients with our judgments shackled by deter* 
mined' admiration; when even from the editor 
and the commentator, it is no longer required as 
an indispensable duty, that he should sec nothing 
in his author but perfection. No apology there- 
fore, I trust, will be required from me, for 
speaking freely of the defects of this work of 
Aristotle, even where those defects appear to be 
his own. 

It is necessary to mention, that many of my 
5 notes 
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notes were written, and of more the materials 
were prepared, before I consulted, or indeed had 
it in my power to consult, some of the earliest and 
best commentators, whose works are too scarce 
to be procured at the moment they are wanted. 
In perusing them I might often have adopted the 
exclamation of the old Grammarian ', " Pereant^ 
** qui ante nos nostra dlveruntr But "every 
** thing," says Epictetus, " has two handles;" 
and it required but little philosophy in this case, 
to be more pleased with the support which my 
opinions/ received from such coincidence, than 
mortified by the mere circumstance of prior occu- 
pation : a circumstance, which, after all, could 
not def)rive me of the property of my own 
thoughts, though, as Dr. Johnson has observed 
on a similar occasion ', I certainly can prove that 
property only to myself. — This coincidence, 
wherever I found it, I have scrupulously pointed 
out. 

How much subsequent commentators, and 
Dacier in particular, have been obliged to the 
labours of those learned, acute, and indefatigable 
Italians, will perhaps sufficiently appear from the 
use I have made of them, and the frequent ex- 
tracts, which the scarceness of their books has 
induced me to give from them in my notes. 

This 



« Donatus. 

' Prcf. to Shakspearc, 
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This I must be allowed to say, that, in my 
opinion, great injustice is done to their merits by 
those editors, who not only neglect to avail them- 
selves of their assistance, but affect also to speak 
of them with contempt. The truth is, that to 
consult them is a work of considerable labour, 
and requires no small degree of patience and re- 
solution. The trouble we are unwilling to take, 
we easily persuade ourselves to think not worth 
taking; and plausible reasons are readily given, 
aind as readily admitted^ for neglecting, what 
those, to whom we make our apology, are, in 
general, as little disposed to take the pains of 
examining as ourselves* And thus, " Difficultas 
*' laborque discendi disertam negligentiam 

" REDDIT \" 

In what I have here said, I allude, more par- 
ticularly, to the commentaries of Castelvetro and 
Beni*. Their prolixity, their scholastic and 

trifling 

• Cic, de Divin. I. 47. 

< Poetica d* ArUtotele vulgarizzata e sposta per LodoviCi 
Castelvetro, &c. Basil, 1 57 6. 

Pauli Benii, Eugubini, 6cc. in Aristotelis Poetic&m 
Commenta fit, &CC. Fenet, 1 624. 

Castelvetro's criticism is well characterized, and its 
effect upon his reader well t?escribed, by Gravina: 
" E perche il Castelvetro, quanto e acuto e diiigente, ed 
** aroator del vero, tanto e diflficile ed affannoso per 
^* quelle scolastiche reti, chc agli altri ed a se stcssr, 

" allora. 
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trifling subtilty, their useless tediousness of logical 
analysis, their microscopic detection of difficulties 
invisible to the naked eye of common sense, and 
their waste of confutation upon objections made 
only by themselves, and made on purpose to be 
confuted— ^all this, it must be owned, is disgusting 
and repulsive. It may sufficiently release a com- 
mentator from the duty of reading their works 
throughout, but not from that of examining and 
consulting them : for in both these writers, but 
more especially in Beni, there are many remarks 
equally acute and solid ; many difficulties well 
seen, clearly stated, and, sometimes, successfully * 
removed ; many things tsefully illustrated, and 
judiciously e^^plainedj and if their freedom of 
censure is now and then disgraced by a little dis- 
position to cavil, this become3 almost a virtue, 
when compared with the servile and implicit ad- 
miration of Dacier, who, as a fine wTiter has 
observed, " avoit fait voeu d'etre de I'avis 
*' d'Aristote, soit qu'il I'entendit ou qu'il ne Ten- 
" tepdit pas *." 

Of 

*' allora, i inaggiori ingegni tendeano ; percio, per diV 
^^ petto spesso e per rabbia vien da' lettori abbandonato, 
^^ ed e da loro condannato, prima che intendano la sua 
" ragione ; la ^uale si rincrescono tirar fuori da quci 
'^ labirinti delle sue sottili e moleste distinzioni." Del/a 
Tragedian p. 75. ^ . 

" Marmontel, Poetiquc Frangoise, Pref. p, 6. 
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Of the translations and commentaries written 
in the Italian language there is one, which de- 
serves particular notice, though, by what hard 
fate I know not, it seems scarce to have been 
noticed at all : I mean that of Piccolomni ^. 
His version, though sometimes rather paraphras- 
tical, is singularly exact ; and, on the whole, more 
faithful to the sense, or at least to w hat / conceive 
to be the sense, of Aristotle, than any other that 
I have seen. In his commentary, he has nothing 
of the Quixotism of Castelvctro and Bteni. He 
does not sally forth so eagerly to the relief of 
distressed readers^ as to create the distress for the 
sake of shewing his prowess in surmounting it. 
Some commentators appear to be really disap- 
pointed, when they find any thing which they 
cannot deny to be intelligible. Piccolomini 
fairly endeavoured to understand his author ; and, 
which is no small praise, seems always to have 
understood himself* His annotations, though 
often prolix and diffused, are generally sensible, 
and always clear. They will sometimes tire the 
reader, but seldom, I think, perplex him. 

■^ With 

^ jfnnotationi di M. Alessandro Piccolomini, nel libr^ 
della Poetica d^Aristotele ; con la traduttione dil mcdesim^ 
libro in lingua volgan. In Ftncgia^ ^57S« — Piccolomini 
was archbishop of Patras. See fiayle. He also wrote 
Copiosissima Parafrase nil Retorica d* AristoteU. Venet. 
1565. A clear, exact, and useful work, though prolix, 
and aa unj^easant mixture of translation apd comment. 
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With respect to the original work itself, it would 
be superfluous to enter, here, into any discussion 
of its merits and its defects. My ideas of both 
will sufficiently appear in the course of my notes. 
I must however remark one point of view, in 
which the criticism of Aristotle has always par- 
ticularly struck me, though it seems to have been 
little noticed : And that is, that his philosophy, 
austere and cold aa it appears, has not encroached 
upon his taste. He has not indeed crpressed 
that taste by mixing the language of admiration 
with that of philosophy' in his investigation of 
principles, but he has disawered it in those prin- 
ciples themselves ; which, in many respects at 
leasf, are truly poetical principles, and such as 
afford no countenance to that sort of criticism, 
which requires the Poet to be " of reason all 
compact." Aristotle, on the contrary, every 
where reminds him, that it is his business to re- 
present, not what w, but what should be ; to look 
Beyond actual and common nature, to the ideal 
model of perfection in his own mind. He sees 
fully, what tlie rationalists among modern critics 
have not always seen,, the power of popular 
opinion and belief upon poetical credibility *-^that 
" a legend, a tale, a tradition, a rumour, a super- 
" stition — in short, any thing, is enough to be the 

" basis 



* See the translation. Part IV. Sect* i. and die note 
there : Sect* 3, and 6. 
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*' basis of the poet's air-formed "visions ^." He 
never loses sight of the end of Poetry, which, in 
conformity to common sense, he held to be 
pleasure '. He is ready to excuse, not only im- 
•possil)ilities, but even absurdities, wh^re that end 
appears to be bettCF answered with them, than it 
would have been without them *. In a word, he 
asserts the privileges of Poetry, and gives her free 
range to employ her whole power, and to do all 
she ca7i do — that is, to impose upon the ima- 
gination, by whatever means, as far as imagination, 
for the sake of its own pleasure, will consent to 
be imposed upon.. Poetry can do no more than 
this, and, from its very nature and end, ought not 
to be required to do less. If it is oilr interest to 
be cheated, it is her duty to cheat us ^ Xhe 
critic, who suffers his philosophy to reason away 
his pleasure, is not much wiser than the chilcf, 
who cuts open his drum, to see what it is within 
that caused the sound.' ^ ' 

The 

^ Letters on Chivalry and Romance, p. 300. 

* This I have endeavoured to prove in Note 277, 

* Part IV. Sect, 2. and p. 184 — 6. 

* I allude to the ingenious saying of Gorgiasy who 
called Tragedy, " an imposition, where they who cheat us 
** are honester than they who do hot cheat us, and they who 
^ are cheated y wiser than they who are not cheated^* — Tw 

mmotmiroen®' , hoi a'tsarrfieii colour b^®' th fcn i'Ba'nfiivr&'* 
P/ut. de aud. Poet, p, 26. ed* H. ^« * 
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The English reader of Aristotle will, I hope, 
do him (and, I may add, his translator,) so much 
justice, as to recollect, when the improvements of 
modern criticism occur to him, that he is reading 
a book, which was written above two thousand 
years ago, and which, for the reasons already 
given, can be considered as little more than the 
fragment of a fragment. What would haye been 
the present state of poetical criticism, had Aristotle 
never written, it is impossible to say : two facts, 
however, are certain ; that he was the first who 
carried philosophical investigation into these re- 
gions of imagination and fiction, and that the 
ablest of his successors have not disdained to 
pursue the path which he had opened to them, 
and even, in many instances, to tread in his very 
footsteps. It may therefore, possibly, be true, 
that modern critics are, in some measure, indebted 
to Aristotle himself for their very pretensions to 
despise him. At least, the more we admire the 
skill of those, who have raised and finished the 
structure, the more reason we have to respect the 
Architect, who not only gave the plan, but, with 
it, many specimens of masterly execution. 

With respect to my own work, I have already 
said all that I thought it necessary to say, byway 
of explaining its design, and of apologizing for 
such "particulars in the execution of it, as might 
appear most liable to exception. To suppose it 
free from imperfection and error, would be not 

only 
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only to forget the nature of the work, but to for- 
get myself. I commit it with the less anxiety to 
the candour of the public^ as I am confident, 
(and it is the only confidence I allow myself to 
feel,) that the time and the labour I have bestowed 
upon it will, at least, acquit me of that disre- 
spectful indiflference to the public judgment, which 
haste and negligence imply. It is now six years ' 
since the translation was finished ; and both that, 
and the dissertaticHis and notes, have received 
every advantage of revision and correction, which 
either my own care, or friendly criticism, could 
^ve them* And, upon this occasion, I cannot 
i^use myself the gratification of publicly acknow- 
ledgbg how much I owe to the accurate judgment 
€Uid just taste of one person*^, in particular, in 
whom 1 found precisely that friendly censor, so 
happily and so comprehensively characterized by 
the Poet as 

^* Eager to praise, yet resolute to blame, 

^^ Kind to his verse, but kinder to his fame * :" 

—and of whom, indeed, I may say, without any 
faatt of indulging too far the partiality of friend- 
ship, that he never shrinks from any task, whether 
of private kindness, or more general benevolence, 
that calls for his assistance, and stands in need of 
his abilities. 

f » i I " . 1 ■ I I ■ m il l — 1— .— ■■ I >mmmmmmmm^mmmmmmm^i^^mm»^mmmm' 

* The Rev^ Dr. Forster, of Colchester. 

* Hay ley *s Epistle on the; death of Mr*Thorntoa; 
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I T A K E the only opportunity now left me to 
mention a book, which was very lately sent to me 
by a friend, and which I have read with great 
pleasure; — Dramaturgies ou Observations cri- 
tiques sur plmieurs pieces de TMatrCy tant ancien* 
ties que rmdernes: [Paris 1785] — a translation 
from the German of the late Mr. Lessing. The 
notice taken of the original work in Mr- Win- 
stanley's edition of Aristotle had, indeed, long 
ago excited my curiosity ; but I am unacquainted 
with the German language, and my inquiries 
afforded ipe no reason to conclude that the work 
had been translated. It contains many excellent 
and uncommon things. Mr. Lessing appears to 
me to have possessed, in no ordinary degree, that 
combination of taste and philosophy — of strength 
of feeling and strength of thoughtT— upon which 
good and original criticism depends. He had, it 
seems, particularly applied himself to the study 
of Aristotle's treatise on Poetry ; as indeed suffi- 
ciently appears from several masterly discussions 
of difficult and contested passages in that work. 
I cannot but regret, that he did not write a 
regular commentary on the whole. From the 
specimens he has given, I have no doubt, that it 
would have been, in many respects, far superior 

to 
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to any other work of the kind ; though, at the. 
same time, those specimens afford us reason to 
conclude, that we should have found in it some 
instance* of refinement, upon Aristotle, at least, if 
not upon the truth ; and that, like many other in- 
genious men, he would, now and then, have trans- 
ferred his own ingenuity to his author. Something 
of this refinement, I think, there is in his ex- 
planation of Aristotle's definition of Tragedy, and 
of the purgation of the passionsj tonie 2. p. 6 — 35. 
After considering, very attentively, that, and some 
other explanations, in which he differs from me, 
I have not yet found reason ta alter my opinion. 
But, had I seen tliis ingenious work in time, I 
should certainly have paid every attention due to 
the opinions of such a writer, by availing myself 
of his support, where we agree, and by giving my 
reasons, where we differ. 
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ON POETRY CONSIDERED AS AN 
. IMITATIVE ART, i 

Tin HE word Imitation^ like many others, is 
•^ used, sometimes in a strict and proper sense, : , . ' 
f and sometimes in a sense more or less extended » I f < 

I and improper. Its application to poetry is chiefly r ■ - . 
of the latter kind. Its precise meaning, therefore, 
when applied to poetry in^eneralj is by no means 
obvious. No one who has seen a picture is at any 
loss to understand how painting is imitation. But 
no man, I believe, ever heard or read, for the first 
time, that poetry is imitation, without being con- 
scious in some degree, of that " confusion of 
thought" which an ingenious writer complains 
of having felt whenever he has attempted to 
explain the imitative nature of Music*. It is easy 
to see whence this confusion arises, if we consider 
the process of the mind when words thus extended 
from their proper significations are presented to 
it. We are told that '* Poetry is an imitative art." 

In 

* Dr. Beattie, Essay on Poetry^ &c, ch. vi. § I. 

B 2 



M 



« .' 



1' V 



K 



.4 DISSERT AT lOM 1. 

In order to conceive how it is so, we naturally 

compare jt with painting, sculpture, and such arts 

as are strictly and clearly imitative. But, in this 

,^ » comparison, the difference is so much more obvious 

^ ?''' \ and striking than the resemblance — we see so much 

^ ' ' I more readily in what respects poetry is not pro- 

, I perly imitation, than in what respects \tis\ — that 

Y the mind, at last, is left in that sort of perplexity 

which must always arise from words thus loosely 

and analogically applied, when the analogy is not 

^ sufi^ciently clear and obvious ; that is, when, of 

^ that mixture of circumstances, like and unlike^ 

which constitutes analogy, the latter are the most 

apparent. 

In order to understand the following Treatise on 
Poetrj^, in which imitation is considered as the very 
essence of the art^ it seems necessary to satisfy 
ourselves, if possible, with respect to two points ; 
I. In what senses tlie word Imitation is, or may 
be, applied to Poetry. II. In what senses it was 
so applied by Aristotle. 

I. 

THE only circumstance, I think, common to 
everything we denominate imitationy whether pro- 
perly or improperly, is resemblance j of some sort 
or other. 

In every imitation, strictly and properly so 
called, two conditions seem essential : — ^the resem- 
blance 






■ >— ^— ^— ■— ■ 

Sec the Second part of this Dissertation. 
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blance must be immediate; i.e. between the 
ijnitationj or imitative work, itself, and the object 
imitated ; — and, it must also be obvious. Thus, 
in sculpture, figure is represented by similar 
figure ; in painting, colour and figure, by similar 
colour and figure; in personal imitation, or 
mimicry, voice and gesture, by similar voice and 
gestui^ In all these instances, the resemblance 
is obviom ; we recognize the object imitated : and 
it is, also, immediate ; it lies in the imitative work, 
or energy, itself; or, in other words, in the very 
materials, or sensible media'', by which the imitation 
is conveyed. All these copies, therefore, are called, 
strictly and intelligibly, imitations. 

1 . The materials of poetic imitation are uwMs. 
These may be considered^ in two views ; as 
sounds merely, and as sounds significant, or 
arbitrary and conventional signs of ideas. It is 
evidently, in the Jirst view only, that m ords can 
bear any real resemblance to the things expressed; 
and, accordingly, that kind of imitation which 
consists in the resemblance of words considered 
as mere SOUND, to the sounds and motion^ of the 
objects imitated**, has usueilly been assigned as the 
only instance in which the term imitative is, in its 
strict and prpper sense, applicable to Poetry*. 

But 

^ See Mr. Harris's Treatise on Music, &c. ch. i. 

* Mr. Harris's TrcatisiC, &c. ch. iii. 

• Mr. Harris. — Lord Kaims, Elements of Criticism, 
vol, ii. p. I. 

B3 
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But getting aside all that is the e/Feet of fancy 
and of accommodated pronunciation in the reader, 
to which, I fear, many passages, repeatedly quoted 
and admired as the happiest coincidences of sound 
and^sense, may be reduced^; setting this aside, 
even, in such words, and such an'angements of 
words, as are actually, in some degree, analogous 
in sound or motion to the thing signified or 
described, the resemblance is so faint, and distant, 
and of so general and vague a nature, that it 
would .never, of Itself lead us to recognize the, 
object imitated. We discover not the likeness till 
we know the meaning. The natural relation of 
the word to the thing signified, is pointed out only 
by its arbitrary or conventional relation^. — I do 

not 

^ The reader may sec this sufficiently proved by 
Dr. Johnson in his Lives of the Poets, vol iv..p. 183. 8^;^, 
;and in the Rambler, N*" 92. " In such resemblances,'* 
as he well observes, '* the mind often governs the 
** ear, and the sounds are estiniated by their meaning." 

See also LordKaims, EL of Crit, vol. ii. p. 84, 85. 

• 

2 See Hairis on Music, &c. ch. iii. § i, 2. Thif 
verse of Virgil, 

Stridenti miserum stipula disperdere cannen — 

is commonly cited as an example of this sort of imitation, 
I question, however, whether this line would have been 
remarked by any one as particularly harsh, if a harsh 
sound bad not been described in it. At least, many 
verses fuU as harshly constructed might, I believe, be 
4 produced. 
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not here inean to deny that such resemblances, 
however s}ig|it and delicate where they really are, 
ancj however liable to. be discovered by fancy 
where they are noi^ are yeit a source of. real 

beauties, 

I — - - - ■ I I II - - _ - . . — I ■ ■ - ■ 

produced, in which no such imitation can be supposed. 
But, even admitting that such imitation was here intended, 
it seems to me almost ridiculous to talk of the ** natural 
" relation between the sound of this verse, and that of a 
^ vile hautboy y [Harris, in the chapter above referred to.] 
All that can be said is, that the sounds are, both of them, 
harsh sounds; but, certainly no one species of harsh 
sound can well be more unlike another, than the sound 
of a rough verse is to the tone of a bad hautboy, or, 
indeed, of any other musical instrument. — That, in the 
clearest and most acknowledged instances of such imitative 
vocal sound, the resemblance is, or can possibly be, so 
^xact as to lead a person unacquainted with the language, 
hy the sound alone ^ to the signification^ no man in his senses 
would assert. Yet Dr. fieattie, in a note, p. 304, of his 
Essay on Poetry, &c. by a mistake for which I am at a 
loss to account, has ascribed so extravagant a notion to 
Rousseau. ** There is in Tasso*s Gierusalemme Liberata, 
** a famous stanza, of which Rousseau says, that a good 
^**ear and sincere heart a^e alone able to judge oi it'y'* 
meaning, as appears from what follows, of \X%sensej:^ for 
he adds, <* The imitative harmony and the poetry arc 
" indeed admirable ; but I doubt whether a person who 
" understands neither Italian nor Latin^ could even guess at 
" the meaning from the sounds There can be no room 
for doubt in this matter;^ — he certainly could not: nor 
does Rousseau appear to have eVen hinted the possibility 
of such a thing* The passage is in his admirable Letter 

B 4 Sur 
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applied to a picture, or a, statue. Of the two 
conditions above mentioned, it wants that which 
must be regarded £is most essential. The resem- 
blance is, indeed, re^l, as far as it goes, and im- 
mediate ; but, necessarily, from its generality, so 
imperfect, that even when pointed out by the sense j 
it is by no njeans always obvious^ and without that, 
cannot possibly lead to any thing like a clear and 
certain . recognition of the particular object imi- 
tated ^ I must observe farther, that this kind of 

imitation^ 
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'< ad poetices indolem propius esse videtur statuere, ipsam 
'* orat'ionis naturam ita esse comparatam, ut multarum 
*^ renim sonos exprimat ; inflammatum autem phantas- 
*^ matum specie objecta animum, cum renim species sibi 
*< obversantes ut orationevivide exprimat lahorat^ necessarh 
** in ista vocahula incidere, vel orationis proprietate ducente^ 
•* Ita graves et celeresy tenes ac duros sonos, vet non id 
'< agens it curansy ad renihi naturam accommodabit 
*^ et orator quisque bonus, et muko fnagis poeta.^' 
[Heync^s Virgil, v6l. ii. p. 39.} 

* The causes of this imperfectiou are , accurately 
pointed out by Mr. Harris; i. The " natural ^ounis and 
" motions yhich Poetry thus imitates, ap themselves 
** but loose and indefiniH accident^ of those subjects tp 
" which they belong, and consequently do but loosely 
** and indefinitely characterise thejii. %, Poetic sounds 
" and motions do but fqintly resemble thos^ of nature^ 
*' which arc themselves confessed to be so imperfect and 
" vaguer [Treatise on Music> ^cc. ch. xiv %%. Sec 

also 
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imilationy even supposing it much more ))erfect, 
is, by no means^ that which would be likely first 
to occur to any one, in an enquiry concerning the 
nature of the imitation attributed to Poetry, were 
it not, that the circumstance of its real and immt'^ 
dtaie resemblance, has occasioned its being con-* 
sidered, I think not justly, as the strictest sense 
of the term so applied. 

For the most umaly 2XA the most in^&rtant 
senses, and even, as will perhaps appear, for the 
strictest sense, in which Poetry has been, or may 

be, 

also ch, ii. § 3.] The following is a famous imitative 
line of Boileau : 

S'en va frapper le mur, & revient en roujant. 

If diis liofe were read to any one igndranf of the 
language, he would be so far from guessing what was 
imitated, that it would not, I believe, occur to him that 
anything was imitated at all; unless, indeed, the idea 
were forced upon his mind by the pronuntiation of the' 
reader. Now, suppose him to understand French :< — as 
the circumstance of rolling is mentioned in the line, h© 
might possibly notice the erfect of the letter R, and 
think the poet intended to express the noise oi something 
Aat rolled. And this is all the real resemblance that can 
be discovered in this verse : a resemblance, and that too, 
but distant and imperfect, in the sound of a letter to the 
sound of rolling in general. For anything beyond this, 
we must trust to our imagination, assisted by the com* 
mentator, who assures us, that the poet ** a cherche a 
*' imiter par le son des mots, le bruit ^e fait un£ 
" ASSi£TT£ en roulant.^^ 5«/,iii. vT%\(y. 
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be, understood to imitate, we must have recourse 
to language considered in its most important 
point of view, as composed, not of sounds merely, 
but of sounds significant. 

2. The most general and extensive of these 
senses, is that in which it is applied to de- 
scription, comprehending, not only that poetic 
landscape -painting which is peculiarly called 
descriptive Poetry, but all such circumstantial 
and distinct representation as conveys to the mind 
a strong and clear idea of its object, whetlier 
sensible or mental^. Poetry, in this view, is 

naturally 

— — — — - " - . ' - _ _■■ - — 

^ Nothing is more common than this application of 
the word to description ; though the writers who so 
apply it have not always explained the ground of the 
application, or pointed out those precise properties of 
description which entide it to be considered as imitation. 
Mr. Addison makes use of description as a general term, 
comprehending all poetic imitation, or imitation by 
language, as opposed to that of painting, &c. See 
Spectator N*4i6. I. C. Scaliger, though he extended 
imitation to speech in general, [see Part II. Note^] 
did not overlook the circumstances which render de- 
scription p^uliarly imitative. He says, with his usual 
spirit, speaking of poetic or verbal imitation,—** At 
** imitatio non uno modo ; quando ne res quidem. Alia 
<* namque est simplex designation ut, jEneas pugnat : alia 
** modos Siddit et circumstantias ; verbi gratia — armatus^in 
" efuo^ iratus. Jam hie est pugnantis etiam fades ^ non. 
" solum actio* Ita adjuncts circumstantial loci^ aj^ecthy 

« occasionisy 
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naturally considered as more or less imtatwCy ip. 
proportion as it is capable of rabing an ideal 
ijttag^ or picturCj more or less resembling the 
reality of things. The more distinct and vivid 
the ideas are of which this picture is composed, 
and the more closely they correspond to the actual 
impressions received from nature, the sti'onger 
will be the resemblance, and the more perfect 
the imitation. 

Hence it is, evident that, of all description, 
that of visible objects will be the most imitative, 
the ideas of such objects being of all others, the 
most distinct and vivid. That such description, 
therefore, should have been called imitation, can 
be no wonder ; and, indeed, of all the extended 
or analogical applications of the word, this is, 
perhaps, the most obvious and natural*. There 
needs no other proof of this than the very 
language in which we are naturally led to express 
our admiration of this kind of poetry, and which 

we 

•* occastonis^ &c. plentorem adhuc atque torosiorem clE-» 
" ciunt IMITATIONEM." [Poct. lib. vH. r^..2.] We 
must not, however, confound imitative description with 
such description as is merely an enumeration of parts. 
See npte^^^ Second part of this Dissertation. 

' Ta h Oi^EI yvufifjiay 3i« ^aoinriKYig i^fAYiveia^ iftftamrat 
MIMHTIKHTEPON* mov, HVfiaruv o4'f<?> fcai rpTrodeo-tcuy hou 
fjLaxfiUj nai "sepi^oKTBig nnaGav' are ow^tanOea-Qai rag 4^vxxg 
7oii ei^6<ri T«v a9r<af7y6XXoft€V«y, X12 HPHMENOIS. PtoL 
Harmon. 3. 3. 
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we perpetually borrt>w from the arts of strict 
imitation. We say the poet has painted his 
object ; we talk of bis imagery, of the lively 
colours of his description^ and the masterly 
touches of his pencil^ 

The 
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" It cannot be necessary to produce ekamples of this. 
They are to be found in almost every .page of every 
writer on the subject of poetry..* Xhe reader may sec 
Dr, Hurd's Discourse on Poetical Imitation, p. lo, &:c. 
— Dr. Beaitie's Essay on Poetry and Music, p. 97, 
(EJ, 8vo.) and the note. — Dr. Warton on Pope, vol. i. 
p. 44, 45; vol. ii. 223, 227. — Lord Kaims, Elem. of 
Criticism, vol. ii. p. 326. 

Nor is this manner of speaking peculiar to modern 
writers, ps^e w, says ^lian, introducing his description 
of the Vale of Tempe : Mat ta uahsf/ieva TsfAinij ra 
esTTa^MOy iHATFA^aMEN va hoy», hcu AlAOAAX- 
AMEN. And he adds, as in justification of these ex- 
pressions, ufioT^ynrai ya^ hcu b T^&'y kav 1%)) ^wofjuf 
fparixnvy fMrHiv ourQiverepcv oca paT^srai AEIKNTNAI rotv 
avipoiv ruv xara x^^p^^^v hivav. Hist, Var, lib, iii. cap, I. 
Hence, also, the saying of Siraonides, so often repeated, 
that ^^ a picture is a silent poem, and a poem a speaking 
<* picture." Lucian, in that agreeable delineation of a 
beautiful and accomplished woman, his EIKONES, 
ranks the descriptive poet with the painter and the 
sculptor : rounx fWf h IIAAITXIN xou TFA^EflN xou 
nOlrtTflN 'sra/Je^ kpyoKrovTcu, Homer, he denominates, 
Tw a^trov TON TF ALEXIN, " the best of painters ;" 
and calls upon him, even in preference to Polygnotus, 
Apelles, and the most eminent artists, to paint the 

charms 



On Po^y considered as an Itnittttive Art. I5 

The objects of our other senses fall less within 
the power of description, in proportion as the 
ideas of those objects are more simple^ more 
fleeting, and less distitict, than those of sight 
The description of such objects is, therefore, 
galled with less propriety imitation ". 

Next to visible objects, sounds seem the most 
capable of descriptive imitation. Such descrip- 
tion is, indeed, generally aided by real, though 
imperfect, resemblance of verbal sound ; more, 
or less, according to the nature of the language, 
and the delicacy of the poet's ear. The following 
liMS of Virgil are, I think, an instance of this. 

Lamentis gemituque et foemineo ululatu 
Tecta fremunt, resonat magnis plangoribus aether. 

^n. iv. 663. 

But we are not, now, considering this imme- 
diate imitation of sound by sound, but such only 
as is merely descriptive, and operates, like the 
description of visible objects, only by the meaning 
of the words. Now if we are allowed to call 
description of visible objects, imitation, when it 

is 



charms of his Panthea. See also the treatise TLs^i mj 
OMHPOT votwEug, towards the end. [Ei Jg km Zuyg^fiag^ 
^iiaaxa>\ov OfjLYi^ov^ain rt^—K* t. oAA. ) 

* One obvidus reason of this is, the want of that 
natural association just remarked, with paintings (the 
most striking of the strictly imitative arts,) which is 
peculiar to the description oi visible objects. 
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is such that we seem to sec the object^ I know of 
no reason why we may not also consider sounds* - 
as imitated', when they are so described that we 
seem to hear them. It would not be difficult to 
produce from the best poets, and even from prose- 
writers of a strong and poetical imagination, many 
instances of sound so imitated. Those readers 
who are both poetical and musical will, I believe, 
excuse my dwelling a moment upon a subject 
which has not, as far as I know, been much con- 
sidered. 

Of our own poets I do not recollect any who 
have presented musical ideas with such feeling 
force, and reality of description, as' Milton, and 
Mr. Mason. When Milton speaks of 

- • - - Notes with many a winding bout 
Of linked sweetness long drawn out. 

L^Allegro. 

And of — " a soft and solemn-breathing sound,** 
that 

Rose like a steam of rich distQl'd perfumes, 
And stole upon the air. Camas. 

Who, 

. ■ ■ ■ * 

<" OPAMENOIZ fcaxxov h ootufiyxmi ioiut ra ['O^nfs] 
^omfjutra* Treatise de Horn. Poeu loco clt\ 

^ Lucian, in his Imagines^ just now cited, has very 
happily described a fine female voice ; and he calls the 
description, somewhat boldly, uaXhi^wMi mu ^( EIKHN. 
'Tom. ii. p. 13. Ed. Bcned. Uoi h w®- n ^ficyfior®-. 
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Who, that has a truly musical ear, ivrll refuse 
to consider such description as, in some sort, 
imitative^? 

In the same spirit both of Poetry and of 
Music are these beautiful lines in Caractacus, 
addressed by the Chorus to the Bards : 

- - - WondVous men ! 
Ye, whose skiU'd fingers know how best to lead. 
Through all the maze of sound, the wayward step 
Of Harmony, recalling oft, and oft 
Permitting her unbridled course to rush 
Through dissonance to concord, sweetest then 
Ev'n when expected harshest. - - - 

It seems scarce possible to convey with greater 
clearness to the ear of imagination the effect of 
an artful and well-conducted harmony ; of that 
free and varied range of modulation, in which the 
ear is ever wandering, yet never lost, and of that 
masterly and bold intertexture of discord, which 
leads the sense to pleasure, through paths that lie 
dose upon the very verge of pain. 

The general and confused effect of complex 
and aggregated sound may be said to be de-- 
scribed^ wheil^ the most striking and characteristic 
of the single sounds of which it is compounded 
are selected and enumerated; just as single 
sounds are described (and they can be described 

no 
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^ See also II Penseroso, i6t« — 166. 
YOL. I, C 
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ho otherwise) by the selectFon of their printi{)al 
qualities, or mddi/ications.— I cannot produce* a 
finer example of this than the following adniimBle 
passage of Dante, in which, with a force of re- 
presentation peculiar to himself in such subjects, 
he describes the mingled terrors of those distant 
sounds that struck his ear as he entered the gates 
of his imaginary Inferno; — "si mise dentroalle 
" segrete cose." — r 

Quivi sospiri, pianti, ed lEtlti guai 
Risonavati per Taer senza stelle ; 

Diverse lingue, orribili favelle, 
, Parole di dolore, accenti d'ira, 
Voci alte fioche, e suon di man con elle. 

Inferno^ Canto iii. 

The reader may. be glad to relieve his iinagi- 
nation firom the terrible ENAPFEIA of this de- 
scription, by turning his ear to a far different 
combination of sounds;— to the charming de- 
scription of "the melodies of mom," in the 
Minstrel\ or of the melodies of evening in the 
Deserted Village : 

Sweet was the sound, when oft at evening s close, 
, Up yonder hill the village murmur rose, 
i There as I past with careless steps and slow, 

The mingling notes came soften'd from Below; 
^ The 
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Book 1. Stanzas 46, 41, 
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The swain responsive as the milk-maid sung, 
The sober herd that low'd to meet their young; 
The noisy geese that gabbled oer the pool, 
The playful children just let loose from school; 
The watch-dog's voice that bay'd the whispVing 
wind, [mind. 

And the loud laugh that spoke the vacant 
The^e all in soft Confusion sought the shade. 
And fill'd each pause the nightingale had made*. 

But 



• The following Stanza of Spenser has been much 
admired: 

The joyous birdes, shrouded in chcareful shade. 
Their notes unto the voice attemprcd sweet, 
Th' angelical soft trembling voices made 
To th' instruments divine, respondence meet ; 
The silver-sounding instruments did meet 
With the base murmur of the water's fall ; 
The water's fall with difference discreet 
Now soft, now loud, unto the wind- did call; 
The gentle warbling wind low answered to all. 

Fairy Qjueen^ Book ii. Canto 12, Stanza 71. 

Dr. Warton says of these lines, that they " are of 
•* themselves a complete concert of the mosfe delicious 
^* music." It is unwillingly that I differ from a person 
of so much taste. I cannot consider as Afuslc, much 
less as ** delicious music," a mixture of incompatible 
sounds, if I may so call them— of sounds musical with 
sounds unmusical. The singing of birds cannot po^ibly 
be *^ attempred " to the notes of a human voice. The 

c 2 mixture 
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^ Ju J But single sounds may also be so described or 

f-^is^ \ characterized as to produce a secondary pcr- 
//j ) ception^ of sufficient clearness to deserve the 

name of imitation. It is thus that we bear the 

'' far-off Curfeu'* of Milton; 

Over some wide-water d shore 
Swinging slow with sullen roar^ 

And 

mixture is, and must be, disagreeable. To a person 
listening to a concert of voices and instruments^ the in- 
terruption of singing-birds y wind^ and waterfalls^ would 
he little better than the torment of Hogarth's enraged 
musician. — Farther— the description itself is, like too 
many ^ Spenser's, coldly elaborate, and indiscriminately 
minute. Of the expressions, some are feeble and with- 
* out eflect— as, ^^ joyous birds ; " some evidently improper 
— -u, ** trtmbling voices," and ^ cheareful shade ;'' for 
there cannot be a greater fauk in a voice than to be 
tremulous ; and thearefid is surely an unhappy epidiet 
applied to shade; some cold and laboured, and such as 
betray too plainly the nutssities of rhymes such is» 

I ^ The water's fdl with difference discrtetV 






^ The reader who conceives the word " Mwisg^htg^ 
to bt merely descriptive of wntim^ will be hr^ I think^ 
(Wmh feeling the whole force c^tfais passage. Tliey wli( 
art actuston^ed to attend to sounds, will, I bdicve, ag;ice 
with me^ thM the soimd, in this case, is affected by die 
«iioti<Mai and that tbe swing of a fadl is actually iav)/ » «er 
f«^ which is didRareiit frvim what it would be if 
hell wtre stfuck with the umtfmr^ hoi m nst, Tke 
experaMMH «My he candy made with a sooail knl-heA. 
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And Mr. Mason's " Bell of Death/' that 

- - - pauses now ; and now with riswg kneU 
Flings to the hollow gale its sullen sound. 

Eiegy iii. 

I do not know a happier descriptive line in 
Homer than the following^ in his simile of the 
nightingale : 

That which is peculiar in the singing of this 
bird, the variety, richness, flexibility, and liquid 
volubility of its notes, cannot well be more 
strongly characterized, more audibly presented to 
the mind, than by the woXui};^£a, the ;^«*, and, 
above all, the ta/Ma rgavucuy of th s short de- 
scription*'. But, to return — 

I men- 

■ Odyssey, T. 521. 1 am surprised at Ernestus's 
iDterpretation of rfmroxra i i. e. '< de luscinia inter 
canendum se versante^** [Index to his Homer] by 
which the greatest beauty of the description would be 
lost; and lost without necessity : for the oatural con- 
struction is that which. Hesychius gives : Tf«w«a-a= — 
Tf«rK(ra THN 4>nNHN. 

fc ^ Not a single beauty of this line is preserved in 
iiAr. Pope's translation. The x««» ^^ pours her voice," is 
* entirely dropt ; and the strong and rich expression, in 
$af4>at TOU7ro>a'aj and voXi/itx^^f i^ diluted into ^^ varied 
strains." [Book xix. 607.] For xh^ particular ideas of a 
variety of quick turns and inflexions [da/ua Tf«}Ttf0'a] and 
a variety oftones^ [ooxvux^a] the translator has substituted 

c 3 the 
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I mentioned also, description of mental objects ; 
of the emotions, passions, and otter internal 
movements and operations of the mind. Such 
objects may be described, either hmmediatdjfj as 
they affect the mind, or through their external 
and sensible effects. Let us take the passion of 
Dido for an instance : 

At regina gravi jamdudum saucia curi 
Vulnus alit venis, et coeco carpitur igni, &c. 

^nddw. I. 

This is immediate description. — But when Dido 

Incipit effari, medi^ue in voce resistit ; 
Nunc eadem, labente die, convivia quaerit, 
Iliacosque iterum, demens, audire labores ' 
Exposcit, pendetque iterum narrantis ab ore. 
Post, ubi digressi, lumenque obscura vicissim 
Luna premit, suadentque cadentia sidera somiioi^, 
Sola domo moeret vacu^, stratisque relictis 
Incubat. - - - - 

— here, the passion is described, and most exqui- 
sitely, by its sensible effects. This, indeed, may 
be considered as falling under the former kind of 

descriptive 

" < « 

the generaly and therefore weak idea, of variety in the 
abstract — of a song or ** strains" simply varied. The 
reader may see this subject— the importance of ^tfr//V«/ar 
and determinate ideas to the force and beauty of de- 
scription — admirably illustrated in the Discourse en 
Poetical Imitation, [Hurd's Horace, vol. iii. p. 15— 19-} 
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descriptive imitation — that of sensible objects. 
There is this difference, however, between the 
descnption of ,a sensible object, and the descrip- 
tipn or a mental — 01 any passion for example — 
through , that of a sensible object, that, m the 
former, the fiescriptiph is considered as terminatinff 
in the dear and distipct representation of the 

sensible object, the landscape, the attitude, the 

-:oT5K--i -^'t. h. r* \- 'v^ '-' ^'^ '' ^" ANi*^'^- ' . 'i V 
soupd, &c. : whereas in the other, the sensible % i 



yo- 






exhibitition is only, or chiefly, the- means of 
ejecting that which is the principal end of such 
description — the emotion, 01 whatever kind, that 
arises from a strong conception of the passion 
itself/ The image carries us on forcibly to the 
fe^linff of its internal cause.'^ When this ^riif 
effect i^ once produced, we may, indeed, return 
from it to the calmer pleasure, of contemplating 
the irpagery^ itself with a painter's eye. 
^It is undoubtedly, this description of passions/ 
and emotions, by their sensible effects, that prin- 
cipally deserves the name of imitative : and it is 
a great and fertile source of some of the highest 
and, most touching beauties of poetry^. With 
respect to immediate descriptions of this kind, 
thev are from their very nature, far more weak 
and indistinct, and do not, perhaps, often possess 
that degree of forcible representation that amounts 

to 

y See the Discourse on Poetical Imitation, of Dr. 

t 

Hurd, p*39, &c, 
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2£ DISSERTATION I. 

to what we call imitatvoe description.<^But here 
some distinctions seem necessary. In a strict 
and philosophical view, a singk passion or 
emotion does not admit of description at all 
Considered in itself, it is a simple internal feeling, 
and, as such, can no more be described^ than a 
siipple idea can be defined. It can be described 

ID$ otbervti^e than in its effects^ of some kind or 
oper. fiut the effects of a passion are of two 
kinds, internal and external. Now, popularly 
speaking, by the passion of loye, for example, 
we mean the whole operation of that passion 
.^ipon the mind — we include all its internal 
workings; and when it is described in these 
internal and invisible effects only, we consider 
it as immediately described ; these internal effects 
being included in our general idea of the jpassion. 
Mental objects^ then, admit of immediate de- 
scription, only when they are, more or less, com* 
iplex ; and such description may be considered 
fis more or less imitativey in proportion as its 
\ impression on the mind approaches morte-or less 
closely to the real impression of the passion or 

^emotion itself. Thus, in the passage above 

referred to as an instance of such immediate 
description, the mentd object described is a 
complex object — the passion of love, including 
some of its internal effects ; that is, some other 
pmn\om or feelings which it excites, or with which 

it i» accompanied : 

At 



J 
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At regina^gravi jamdudum saucia curd, 
Vulnus alit venis, et cceco carpitur igni. 
Multa viri virtus animo, multusque recursat 
Gentis honos : haerent ih6xi pectore vultus, 
Yerbaque : nee placidam membris dat cura 
quietem. Mn. iv. irutio. 

Reduce this passage to the mere mention of 
the passion itself— the simple feeling or emotion 
of hve, in the precise and strict acceptation of 
the word, abstractedly from its concomitant 
effects, it will not even be descriptiotiy mucli less 
imitative description. It will be mere attribution, 
or predication. It will say only — *^ Dido was. 
hi love." 

Thus, again, a complication of (liferent pas^ 
sums admits of forcible and imitative description :. 

- - - aestuat ingens 
Imo in corde pudor, mixtoque insania lucti^ 
£t funis agitatus amor^ et conscia virtus. 

Mn. xii. 666. 

Here, the mental object described is not any 
single passion, but the complex passion, if I may 
Oill it so, that results from the mixture and fer-^ 
mentation of all the passions attributed to 
Turnus. 

To give one example more : — ^The mind of a 
reader can hardly, I think, be flung into an ima<» 
ginary situation more closely resembling the real 

situation 
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situation of a mind distressed hy the comp^cc[ti^4 
movements of irresolute,, fliactuating and anxious, 
delibecation^ thanit^isb^. these lines of Virgil; 

- - - magno curarum ftuctuat aestu ; 
Atque animum nunc hue celerem, nunc dividit illuc, 
In part^sque rapit varias, perque omnia versat. 

jE/t» viii. 19. 

It- may' bfc. necessary, also, for clearness,! ta' 
observe^ tbat description, as< applied to mental 
objects; is4Somelimes used in a more loose and imr 
proper /SiNise, and the Poet is said to J^^cr/Ae^ in 
general^i all the passi<MAs or manners which he, ia 
any way^ exhibits ; whether, in the proper sense of 
the word, described^ or merely expressed; as, foit 
exaa^ple, in the lines quoted from the opening of 
ttie fbi|irtb book of the i£neid, the passion of Dido, 
is described by the Poet, In these 



Qu^ nowisihio nosti*is sucqessit sedibua bospes ? 
Quem. sese ore fecens ! — quam imtk peotpre et 
airmis I 

—it m cjc^ressed by hQcselfi iK»t is pot ^1^ it 
Qiaj? be askfd^ still imtatiqn? ^ i^i Wt W?.^ 
Ascriptive imitatioa. As expi;€^we of pa^io^^ 
it is no farther ii»itative, thj^ 9^ . thf^, p^^ijQ^j ex^- 
pressed is imaginary, and makes a part of th^ 
Vds£%Jiciim : otherwise, we must supply the word 
\ imtaiive, ^s pobody ever thought of apiplyicg it, 
^ I to «/^ Cfises 10 which we a^e epi^e, by syinp%t;|}y, 
! ■ -4 to 
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*• ... 

to feel strongly the passion of another expr^s^edf 
by words. The passage is, indeed, also imitatvot' 
in ismfOther view — as dramatic. Bat fof an eipla« 
nation of both these beads of imhiation,.' I must' 
refer to what follows. — I shall only ^add; for fear ^ 
of mfetake, that thefe is also, ifi the second of ■ 
those lines, descriptive imitation; but descriptive ' " 
of JEneas only ; not of Didoes possum, though it 
stron^y indicates that passion. — ^All I mean to 
assert is, that those lines are not (ksdriptive imh 
tation of a mental object. 

So much, then, for the subject of £fe,$rrip]fwc 
imitation, which has, perhaps, detained us too 
long upon a single point of our gieneral inquiry. - 

3. The word imitation is also, in a n^ore p2lr- J 1 
ticular, but well-known, sense, applied to Poetty I 
when considered as fi ction — tb sftories, actions^ I 
incidents, and characters, as fer as they srejeigned \ 
of invented by the Poet m imtation; as we find it \ 
commonly, and obviously enough, expressed, of 
nature, of real life, of truth, in general, as opposed^ 
to that individual reality of things which iis the 
province of the historian*. Of this imitationr the 
epic and dramatic poems are the principal 
examples. 

"that this sense of the term, as applied to 
fiction, is entirely distinct firom that in which it is 
applied to description, will evidently appear firom 

the 

» Mi/d®-— ^oyi^ ^2uhi ElKONIZriN THN AAH« 
©EIAN. — Suidasy itf Hesychius^ voce Mi^d®-. 
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the following considerations. — In descriptive irai* 
tation, the resemblance is between the ideas raised, 
and the actual impressions^ whether external or 
internal, received from the things themselves. In 
fictive imitation, the resemblance is, strictly 
speaking, between, the ideas raised, and other 
ideas ; the ideas raised — the iideas of the Poem 
— being no other than copies, resemblances, or, 
more philosophically, new, though similar, com- 
binations of that general stock of ideas, collected 
Trom experience, observation, and reading, and 
, jreposited in the Poet's mind. — In description, 
limitation is opposed to actual impressiotiy external 
or internal : in fiction, it is opposed to fact.^ — 
n their effect Sy some degree of illusion is implied ; 
ut the illusion is not of the same kind in both. 
Descriptive imitation may be said to produce 
iflusi'ce perception, — fictive, illusive belief. 

Farther — descriptive imitation may subsist 
without fictive, and fictive, without descriptive. 
The first of these assertions is too obvious to 
stand in need of proof. The other may require 
some explanation. It seems evident that fiction 
may even subsist in mere narration, without any 
degree of description, properly so called ; much 
more, without such description as I have called 
imitative; that is, without any greater degree of 
resemblance to the things expressed, than that 
which is implied in all ideas, and produced by 
all language, considered merely as intelligible. 

Let 
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Let a story be invented, and related in tlie 

plainest manner possible ; in short and general 

expressions, amounting^ in the incidents/ to mere 

assertion, and in the account of passions add 

characters, as far as possible, to mere attribution : 

this, as fiction, is still imitation^ — an invented 

resemblance of real life, or, if you please, of 

history*, — though without a single imitative de- - 

scriptioriy a single picture^ a single instance of 

strong and visible colouring, throughout the whole *. 

I mean, by this, only to shew the distinct and 

independent senses in which imitation is applied 

to description and to fiction, by shewing how 

each species of imitation m^it/ subsist without the 

other : but, that fictive imitation, though it does 

not, in any degree, depend on descriptive for its 

existence, does, in a very great degree, depend 

on it for its beauty, is too obvious to be called in 

question\ 

The 

* <* Historiae imitatio ad placitum."^ Bacon, De augm^ 
Scient, lib. ii« c. i^. 

* The ^neid, in thfs view, is eq^ually imitation in 
every part where it is not, or is not supposed to be^ 
historically true ; even in the simplest and barest narra- 
tion. In point of ficdon, ^ tres littore cervos prospicit 
erriintes,'* is as much imitation^ though not as poeticaly 
as the fine description of the storm in the same book, or 
of Didoes conflicting passions, in the fourth. 

* Yet even here a distinction obviously suggests, 
itself. A work of fiction may be considered in twa 

views J 
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The two senses last mentioaed of the word 
I imitative f as applied to description, and to fiction, 
arq manifestly extended, or improper senses, as 
. Mf?U as that first mentioned, in which it is applied 
to J Ijaagm^ge considered as mere sound. In all 
thiBS^/imitations, owe of the essential conditions ^of 
whatever is strictly so denominated is wanting; — 

in 



views ; in the whole, or in its parts : in the general 
story, the Mv9^y fable, series of events^ &c. or, in the 
detail and circumstances of the story, the account of such 
places, persons, and things, as the fable necessarily 
involves. Now, in the first view, nothing farther seems 
requisite to make the fictive imitation good^ than that the 
events be, in ikemselvesy important, interesting, and affect- 
ing, and so connected as to appear credible, probable, and 
natural to the reader, and, by that means, to produce the 
illusion, and give the pleasure, that is expected: — and 
this purpose may be answered by mere narration. But 
in the detail this is not the case. When the Poet pro- 
ceeds to fill up and distend the outline of his general 
plan by the exhibition of places, characters, or passions, 
these also, as well as the events^ must appear probable 
and natural : but, being more complex objects, they can 
no otherwise be made to app^r so than by some degree 
of description, and that description will not be good de- 
scription, that is^ will not give the pleasure expected 
from a work of imagination, unless it be imitative — 
such as makes us see the placey feel the passion^ enter 
thoroughly into the character described. Here, xht fictive 
imitation itself, cannot produce its pfoper effect, and 
therefore cannot be considered as good, without the 
assistance of descriptive. 
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'itl i^onorous imitatioii, the resemblance is immedkitej 
but not obvious ; in the others, it isobfe^ious^ but 
tKft immediate ; that is^ it lies, not in the wmds 
Ikteifafedves^ but in the iflfe^f^ \<^hich they raise iBs 

• 'Signs'" : yet 8te the circumstance of 'oiTrotAsresem- 
' bkrice, which ttiay be regarded as the most striking 

• and diiStihctive property of Imitation, is here found, 
this extehsion of the word seems to have more 
propriety than that in which it is applied to those 

'faint and evanescent resemblances which have, 
hot without reason, been called the echo of 
s6Und to sense ^. 

^ 4. There seems to be but one view in which 
'Pdetry can bie considered as Imitation, in the 

*" II II nil— illiHH' ' ^'' 

- strtct and proper sense of the word. If we look 
^ 'fdf both immediate and obvious resemblance, we [ 
^^ shall find it' only in dramatic — or to use a more i 
geaeral term— person ative Poetry; that is, I 
all^o^trv in which, whether essentially or Qcca> ! 
sidnally, the Poet personates ; for here, speech 
is Itriitated by ijpeecA *. The difference between 

;tais,„{ 

^^^ "— — i^— III ■ ■■■■iifcii I , _ ii.i.Mil 1 ^ II i| 

^ See above, p. 5, 

* Pope's Essay on Crit. 365,— Iqdeed, what Ovid say& 
of the nyinph.£f^o [Met, iii, 358.] may be applied to this 
echo of imitative words and construction :— Nee prior 
ipsa loqui didiciu The j^«j^ of the words must speak firsts. 

• The drama,^ indeed, is said also to imitate action by 
action y but this is only in actual representation, where^ 

':' the- players ar6 the immediate imitators. In the poem 
..'■•• . itseit 
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/ this, andmere narration or dgscription. is obvious. 
When, in common discourse, we relate, or describe, 
in our own persons, we imitate in no other sense 
\ \! than as we raise iikas which resemble the things 
related or described. But when we speak as 
II another person, we become mimics, and not only 
the ideas we convey, but the words, the discourse 
itself, in which we convey them, are imitations ; 
they resemble, or are supposed to resemble, those 
of the person we represent. Now this is the case 
not only with the Tragic and Comic Poet, but 
also with the Epic Poet, and even the Historian, 
when either of these quits his own character, and 
writes a speech in the character of another person. 
He is then an imitator, in as strict a sense as the 
personal mimic. — In dramatic, and b\1 personative 
Poetry, then, both the conditions of what is 
properly denominated Imitation, are fulfilled. 



r 



\ 



\ 






And now, the question — " in what senses the 
word Imitationis, or may be applied to Poetry," — 
seems to have received its answer. It appears, 
I think, that the term ought not to be extended 
beyond the four different applications which have 
been mentioned ; and that Poetry can be justiy 
considered as imitative, only hy sound, by descrip' 
tion, by Jiction, or by personation. Whenever 

the 



itself nothing but weriis can be immediately copied. 
Gravina says ^ell, Non e imitazione poetica quella, che 
non c fetta dalle faroU. — [Delia Trag. sect, 13.] 
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theT^oet speaks in his own person, and, at the 

same time, does not either feign, or make " the 

sound an echo to the sense," or stay to impress 

his ideas upon the fancy with some degree of that 

force and distinctness which we call description, 

he cannot, in any sense that I am aware of, be • 

said to imitate ; unless . we extend imitation ta 

all speech — to every mode of expressing our ^ 

thoughts by .words — merely ^ j)ecausa_jalLwQrds / (X/zM " 

arf> signfi o f ideaSj and thnsp. ideas images pf j p^^LC^ 

It is scarce necessary to observe, that these . ^^ 

different species of imitation often run into, and t] ^ 

;ire mixed with, each other. They are, indeed, 1/ / ^' -j 

more properly speaking, only so many distinct, 
abstracted "oiews^ in which Poetry may be con- 
sidered as imitating. It is seldom that any of 
s them are to be found separately ; and in some 
of them, others are necessarily implied. Thus, 
dramatic imitation implies fiction, and sonorous 
imitation, description; though conversely, it is 
plainly otherwise. Descriptive imitation is, ma- 
nifestly, that which is most independent on all 
the others. The passages in which they are all 
united are frequent ; and those in which all are 
excluded,, are, in the best Poetry, very rare : for 
the Poet of genius rarely forgets his proper Ian- 

guage ; 

^ Sec Hermes^ Booh iii. r^. 3, p. 329, &c. And Part II. , 

of this Diss, note '. 

VOL, I. D 
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guiigc ; etnd th^t can scarcely be retained, at tcDilst 
while he relates, h ithout more or le^s of colouring, 
of imagery, of that descriptive force which makes - 
us see and hear. A total suspension of all his 
functipps 98 an imitator is hardly to be fQund^ 1 

l>ut in the simple proposal of his subject^, in his 
invocatipn^ the expression of his own sentiments*, 
or, in those calm beginnings of narration where, 
now and then, the Poet stoops to Ja(:f^ a»d 
i^ecomes, for a moment, little mpre than a metrical 
historian''. 

The full illustration of all this by examples, 
would draw out to greater length a discussion, 
which the reader, I fear, has already thought too 
long- If he will open the -iEneid, or any other 
epic poem, and apply these remarks, be may, 
perhaps, 6nd it ain using to trace the different 
kinds of imitation as they successively occur, 'm 
th^ir various combinations and degrees ; and to 
observe the Poet varying, frona page to page, and 

sometigfies 

^,^^— .^»^-»— — ^— I I ■ —— — »— »^— >-^^— ^■^— «— ■■^— ^»^— ^ »^p— ^»»»— » 

\ 5 Arma virunique cano, Trojae qui primus ab oris 
Itaiiarri, fato profugus, JLavinaque venit 
J^itora* Mneidy u 

^ Musa, mihi causas mempra, &c. Ibid^ 

* Tantacnc animis caelestibus irae ? \ 



Tantae molis eratRomanam condere gentem. Ibid^ 
* Urbs antiqua fuit, (Tyrii tenuere coloai,) 
Carthago, Italiam contra, Tihcrinaque lon^ 
Ostia, &c. Uid. 
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sometimes even from line to line, the quantity^ if 
I may so speak, of his imitation ; sometimes 
shifting, and sometimes, though rarely and for a 
moment, throwing off altogether, his imitative 
form. 

It has been often said that all Poetry is 
ImitationK But from the preceding inq'uiry it 
appears, that, if we take Poetry in its common 
acceptation, for all vietrical composition, the 
assertion is not true; not, at least, in any sense 
of the term Imitation but such as will make it 
equally true oi all Speech"^, If, on the other 
hand, vj^e depart from that common acceptation of 
the word Poetry^ the assertion that ** all Poetry 
is Imitation," seems only an improper and con- 
fused way of saying, that no composition that is 
not imitative ou^it to be called Poetry. To 
examine the truth of this, would be to engage in 
a fresh discussion totally distinct from the object 
of this dissertation. We have not, now, been 
considering what Poetry eV, or how it should be 

defined ; 

* This expression is nowhere, that I know of, usied by 
Aristotle. In the beginning of his treatise he asserts 
only that the Eficy Tragic^ Comlcy znd Dithyr amble Poems 
are imitations. Le Bossu, not content with saying that 
" every sort of Poem in general is an Imitation^* goes so 
far as even to alter the text of Aristotle in his marginal 
quotation. He makes him say, IIOIHSEIS 'swrM 
rvyxflt!9fi<nv wcai fjufinati^ ro cvvo>^* 

* S4e p. 33, note ^ 
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defined ; but only, in what sdnse it is an Imitative 
Art: cr, rather, we have been examining the 
na)ture and extent of verbal imitation ia 
general ". 

IL 

THE preceding general inquiry, " in what 
*' senses the wx)rd Imitation is, or may be, applied 
*^ to Poetry," brings us with some advantage to 
the other question proposed, of more immediate 
concern to the reader of this treatise of Aristotle, — 
" in what senses it was so applied by him." 

1. It is clearly so applied by him in the sense 
which, from him, has, I think, most generally 
been adoptedl^y modern writers — that of fiction, 
as above explained*, whether conveyed in the 
\ dramatic or personative form, or by mere nar- 
^ ration in the pei-son of the Poet himself \ This 
appears from the whole sixth section of Part II. 
[of the original, ch. ix.] but especially from the 

last 

^ Imitation, in every sense of the word that has been 
mentioned, is nSanifestly independent on metre, though 
being more eminently adapted to the nature and end of 
metrical composition, it has thence been peculiarly deno* 
minated Poetic imitation, and attributed to the Poetic Art. 

* P. 27. 

•» ^ik^io^ouL inv if TON AYTON xcu MH META- 

BAAAONTA. cap. 3. « The Poet may imitateyicc^^ 
or^ in his own person throughout j without change J^ Part I. 
Sect« 4. 
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last paragraph, where he expressly says, that 
what constitutes the Poet an 'imitato r ^ is the 
^J^^V^J9IL^^^.(l-E£ii)le : uoiutuv [xaXXou TX2N 

MT0X2N ilmi iet IIOIHTHN oVy Txroinrn^ 

KATA MIMH2IN In' juijuftrai is TA2 nPABEIS \ 

He repeatedly calls the fable, or Mu9(^, '^ an 1 
imitaticn of an action ; " but this it can be in no 
other sense t!jan as it is feigned, either entirely, 
or in part. A history, as far, at least, as it is 
strictly history, is not an imitation of an action. 
2. It seems equally clear, that he considered 

larwe^ . ■»% wTW any-*"-' ■**« ■■>/« 

DRAMATIC Poetry as^peculia?'!^ imitative, above 
every other species. Hence his^r^/j:ulexoo6^'«^' 
ing the epic or narrative imitation, that its fable 
" should be ^Tr^/Tz^^/c^/fy constructed like that of 

APAMATIKOrs : — his praise of Homer for ** the 
dramatic spirit of his imitations:" — on xxi 
M1MH2EI2 APAMATIKAS l7rot»i<r£^ and above 
all, the remarkable expression he uses, where, 
having laid it down as a precept that the epic 
Po^t " should speak as little • as ^pp^sible in his 

own person/\AT'tON Set tou -uroitirfw i\x^irx Xtyeiv) 

he gives this reason — OT yxo Wi kixtx tocvtx 
MIMHTH2 : '^ for he is not then the imitatoh^" 

^Ut, 

^ See Mr. Harris, Phriot. Inq. p. 13^. 

* Part III. Sect. i. Of the orig. ch, xxiii. 

• Part [. Sect. 6. Ofig. cap. iv. 

^ Part III. Sect. 3. Orig. cap. xxiv, 

I>3 - 
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But, he had before expressly allowed the Poet to 
be an imitator even while he retains his own 
person *. I see no other way of renpioving this 
apparent inconsistence, than by supposing him to 
speak comparatively, and to mean no more, than 
that the Poet is not then truly and strictly an 
imitator*" ; or, in other words, that indtatum is 
applicable in its strict and pr^oper sense, only to 
personative poetry, as above explained; to that 
Poetry in w hich speech is represented by speech, 
and the resemblance, ^s in painting and sculpture, 
is immediate. I am not conscious that I am 
here forcing upon Aristotle a meaning that may 

not 

s See above, note'*. 

^ So Victor! us : ** amittit pene eo tempore nomen 
Poetae." Casrelvetro's solution of this difficulty is the 
same ; and I find his ideas of this matter so coincident 
with my own, that I am induced to transcribe his words : 
In his comment upon the passage, he says, speaking of 
the dramatic part of epic poetry, " Si domanda qui 
♦* sok rassomigliatlvo^ (i. e. imitative) non perchc ancora 
" quando 11 Poeta narra senza introducimento di persone 
** a favellare, non rassomigli, ma perche le parole diritte 
** poste in luogo di parole diritte^ figuranoy rappresetttanOf 
" e rassomigUano meglio le parole^ che le parole poste in 
** luogo di cosE non figurano, non rappresentano, non 
" rassomigliano le rw<?; va ^v&2i ^^^ in certo modo si puo 
" dire che il rappresentare parole con parole sia rasso« 
" migliare ; e il rappresentare cose con parole non sia 
'* rassomigliare, paragonando Pun rassomigliare con Paltroy 
" & non semplicementej** p. 554. 
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riot bfe his. I seem to be only drawing a clear 
mierem:^ frofia a clear feet It cannot be denied, \ 
thav In the passages alleged, he plainly speaks of/ 
pi^isori&tifte Poetry as that which ptculicnrlyK 
deieft^d the name of imitation. The inference \i^^ 
Deetns obvious — that he speaks of it as peculiarly I <^<^"1^\ / 
imitative^ in the only sense in which it is so, as I ^ h^^ 
being thie only species of Poetry that is strktlp ) ' ^ / 
imitative. ajl' '^^^^ 

I do not find in Aristotle any express appli- ' 
eation of the term, except these two. Of the 
other two senses in which Poetry may be, and 
by modern writers has been, considered as imi- 
tation — resemblance of sound, and description — 
he Slays nothing. 

/'^"with respect, indeed, to the former of these, 
sonorous imitation, it cannot appear in any degree 
surprising that he should pass it over in total 
silence. I have already observed, that even in . 
a general inquiry concerning the nature of the 
imitation attributed to Poetry, it is by no means 
that sense of the word which would be likely first 
to occur; and it would, perhaps, never have 
occurred at all, if, in such inquiries, we were not 
naturally led to compare Poetry witli Painting, 
and other arts strictly imitative*, and as naturally 
led by that comparison to admit sonorous imi- 
tation as one species, from its agreement with those 

strictly 

* See above, p. 4, 
D 4 
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sti ictly imitative arts in the circumstance of imme^ 
diate resemblance. But no such general inquiry 
was the object of Aristotle's work, which is not 
a treatise on Poetic Imitation^ but on Poetry. 
His subject, therefore, led him to consider, not 
all that might yi\\ho\xi impropriety be denominated 
imitation in Poetry, but that imitation only which 
he regarded as essential to the art ; as the source 
of its greatest beauties, and the foundation of its 
most important rules./ With respect, then, to 
that casual and subordinate kind of imitation 
which is produced merely by the sound of words, 
it was not likely even that the idea of it should 
occur to him. Indeed, it is to be considered as 
a property of language in general, rather than 
of Poetry ; and of speech — of actual pronuncia- 
tion — rather than of language"". Besides that the 
beauties arising from this source are of too deli- 
cate and fugitive a nature to be held by rule. 
They must be left to the ear of the reader for 
their effect, and ought to be left to that of the 
Toet for their production. 

But neither does Aristotle appear to have in- 
cluded description in his notion of Poetic imi- 
tation ; which, as far as he has explained it, seehis 
to have been simply that of the imitation of 
human actions, manners, passions, events, &c. in 
feigned story \ and that, J?nwcip^%, when con- 
veyed 

^ See above, p. 5. 
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veyed in a dramatic form. Of description, in- 
deed, important as it is to the beauty of Poetry 
in general, and to that of fiction itself, more par- 
ticularly in the epic form, /le has not said one 
/ worifl throughout his treatise : so far was he from 
extending Poetic imitation, as some have done, 
to that general sense which comprehends all i 
speech^ y 

But nere, to avoid confusion, the sense in 
which I have used the term description must be 
kept in view. /When it is said that Aristotle 
" did not include description in his notion of 

^* imitation," it is not meant, that Jie did not con- 

* 

sider the descriptive parts of narrative Poetry as 
in any respect imitative. The subject of a de- 
scHption may be either real, or feigned. Almost 
all the descriptions of the higher Poetry, the 

Poetry 

* Thus I.e. Scaliger,.Po^/. lib^ vii. cap. 2. " Deni- 
" que imitationem esse in omni sermone, quia verba sunt 
** imagines rerum.'* He is followed hy Is. Casaiibon; 
De Rom. Satira^ cap. v. p. 340. Both these acute 
critics dispute warmly against Aristotle's principle, that 
the essence of Poetry is imitation. And they aYe, un- 
doubtedly, so far in the right, that //*, as they contend, the 
only proper sense of Poetry h that in which it is opposed 
to prose (^' omnem metro astrictam orationem et posse et 
" debere Poema dici.'* Cas. ubi sup.) then, there can be 
no other imitation common to all Poetry^ than that which 
is common to all speech. See above, p. 32, ^. 
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Poetry of invention, are of the latter kind. 
These Aristotle, unquestionably, considered as 
1 imitation ; but it was as fiction^ not as description ; 
— ^as falsehood resembling truth, or nature, in 
general, not as verbal expression resembling, by 
its force and clearness, the visible representations 
of painting, or the perception of the thing itself.* 
Had he considered description in this sense as 
knitation, he must necessarily have admitted 
imitation without fiction™. But this seems clearly 

contrary 

^ It is obvious, that, if the imitation attributed to de- 
scription consists in the clear and distinct image of the 
object described, every description conveying such an 
image to the mind must be equally considered as imitative, 
whether that object be real, or imaginary ; diat is, 
whether the imitation be of individual, or general nature ; 
just as in painting, a portrait, or a landscape from nature, 
is as much imitation, as an bistorical figure, or an ideal 
scene of Claude Lorrain, though certainly of an inferior 
kind. Indeed, that which presents a real, sensible, and 
precise object of comparison, may even be Said to be 
more obviously and properly imitation^ than that which 
refers us, for its original, to a vague and general idea.— 
It may be objected, that this will extend imitation to all 
exact description ; and it may be asked, whether every 
$uch description of a building, or of a machine, for 
instance, is to be called an imitation ? I answer, that 
descriptions may be too exact to be imitative ; too detailed 
and minute to present tke whole strongly, as a picture* 
Technical descriptions are such. They may be said td 
4 - describe 
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Contrary to the whole tenor of bis treatise. The 
beauty, indeed, of such description was well 
known to the antients, and fr^uent examples of 
it are to be found in their best writers — their 
orators and historians, as well as Poets ; and, 

particularly, 

describe every part without describing the wAoie, To 
give a complete idea of all the parts ^ for the mere purpose 
of information, and to give a strong and vivid general 
idea in order to please the imagination, are very different 
thitigs. It is by selection, not by enumeration^ that the 
latter purpose is to be effected. [See Dr. Beattie's Essay 
on Poetry and Music, Part I. ch, v. sect. 4.] — I believe it 
\yill be found, on examination, that every description, 
whatever be its purpose, or its subject, which does 
actually convey such a lively and distinct idea of the 
whole of any object, aflFords some degree of pleasure to 
the imagination, and is, so far, imitative ; but whether 
it affords such a degree of that pleasure, or whether it 
be such in other respects, as to amount, on the whole, 
to what may properly be called Poetical imitation, is 
another question. I must again remind the reader, that 
the object of this Dissertation is to inquire in what 
' senses the word imitation is applied to language in general 
- — not to examine all the requisites of such imitation as 
deserves the name of poetry. Though it has been 
said that all Poetry is imitation, it has never, I think, 

been said that all imitation is Poetry See above» 

p. 28 & 29, and note \ 

What I said above, of^the difference between the 
description of all the parts or circumstances, and the 

descripdon 
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particularly, in HoMERyf But there is one par-' 
ticular kind of description that may be said to 
be, in a great measure at least, peculiar to modem 
times ; I mean that which answers to landscape 
in painting, and of which the subject is, pros- 
pects, views, rural scenery, &c. considered merely 



as 



description of the whole by the selection of those parts 
or circumstances which are most striking^ and characr 
teristic of the thing described, may be illustrated by a 
single description of a machine^ in Virgil : I mean the 
description of VL^phughy in his Georgics. 

I 

Continuo in sylvis magna \\fiexa domatur 
In burim, & c\3Kviformam accipit ulmus aratri. 
Huic ab stirpe pedes temo protentus in octo, 
Binae aures, duplici aptantur dentalia dorso. 
Caeditur & tilia ante jugo levis, altaque fagus, 
Stivaque, quae currus a tergo torqueat imos, &c. 

I believe every reader will agree with me that the 
second line of this description conveys, alone, a clearer 
picture of a plough to the imagination, than all that fol- 
lows; which indeed differs litde, if we except the metre y 
from a mere technical description in a dictionary of 
arts. 



* Indeed, the very existtence of an appropriated term, 
tva^yeioj to denote the clearness and visibility of descrip- 
tion, would alone furnish a suflScient proof of this, 
though every work in which it was exemplified had 
been lost. 
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as pictures — ^as beautiful objects to the eye'\. 
As the truth of this observation may not be 

re'adily 

t Descriptions of rural objects in the antient writers, 
are almost always, what may be called sensual descrip- 
tions. They describe them not as beautiful^ but as 
pleasant'^ — as pleasures, not of the imaginationy but of 
the external senses. Of this kind is the description of a 
Sicilian scene in the 7th Pastoral of Theocritus, from 
ver. 131 to 146. — Refreshing shades, cool fountains, the 
singing of birds, sweet smells, boughs laden with fruit, 
the hum of bees, &c. — all this is charming, but it is not 
a landscape. [See Dr. Warton's Essay on Pope^ vol. i. 
p. 4.] Nor does Virgil paint a landscape, though his 
reader may paint one for himself, when he exclaims, 

— - O qui me gelidis in vallibus Haemi 
Sistat, & ingenti ramorum protegat umbra. 

Of the same kind is the famous description, in the 
Phadrus of Plato, of that spot on the banks of the 
Ilissus to which Socrates and Phaedrus retire to read and 
converse together in the heat of a summer's day. The 
broad shade of a plane-tree, refreshing breezes, a spring, 
tux>^ 4'*'%f^ vSar®-, to cool their feet, and, what is best of 
ally says Socrates, — (wrevrwy KOfA^oraTov) a bed of grass in 
which they could recline at their ease — these are the 
materials of the description : not a single allusion tp the 
pleasure of the eye, — We learn from a passage that 
follows this description, that the country had no charms 
for Socrates. His apology is curious. He could " learn 
nothing from fields and trees^ XuyyivoiffKe 3»i fjuny u a^irs^ 
he says to Phaedrus, who had rallied him on that sub- 
ject, ^i>iOfjLa9ns yaf elfju.. ta fmh x^S^ ^^ ^a JfvJ^a ^Jif 
jK£ d£^« SiSaj-xEiv, w J'ev T« are* ArO^nTroi. Phadrus y p. 2^30. 
Ed. Serrani, 
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readily admitted, and as the subject is curious, 
arid has not, that I know of, been discussed, the 
reader will, perhaps, pardon me, if I suffer it to 
detain us from our direct path, in a digression 
of some length. 

I do not mean to deny that there are soma 
beautiful, though slight, touches of local descrip- 
tion to be found in the antient Poets. But it 
must be confessed, I think, that they scattered 
these beauties with a sparing hand, in comparison 
with that rich profusion , of picturesque ideas 
which every reader of Poetry recollects in Shak- 
speare, Milton, Spenser, Thomson, and almost 
all the modern Poets of any name. Nor can I 
say that I am able to point out anything of this 
sort in the most descriptive of the Greek Poets 
— in Theocritus, or even in Homer — that fairly 
amounts to such picturesque landscape-description 
(if I may call it so), as I mean, and as we find 
so frequently in the Poets just mentioned. In 
Mr. Pope's Poetical Index to his Homer, we are 
referred, indeed, to descriptions of ^^ prospect s^' 
and ^^ landscapes of a jine country^" but, if we 
turn to the original, we shall seldom, or never, 
find these landscapes. They are of Mr. Pope's 
painting; sometimes suggested by a single epithet, 
CIS his 

- - - ^:Bss>^ViAeovide€ltdxvithchearful greens f 
The bffw'rs of Ceres and the sytvan scenes, 

Iliad* ii. 850. 

One 
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One wOTd only of this description is Homer's 
property, '^ grassy^'' hi^ivam''. Many other 
instances may be found, particularly in his 
catalogue of the ships, which indeed he professes 
to have endeavoured to " make appear as much 
" a hmdscape or piece of painting as possible." 
[Obs. on the catalogue.] Sometimes he does 
i^ore than " open the prospect a little^' as he 
expresses it ; he creates it. In his perJidioiLs 
version Q^ Perfida — sed quamvis perfida, cara 
tamen ! '') " lofty Sesamus invades the sky ;" and 
the river Parthenius 

— - roWd thro^ banks offiimers 
Refiects her bordering palaces and borers. 

lb. 1040. 

In Homer, the mountain and lite river are 
Bunply named; not a single epithet attends them^ 

In 

-1 — ■ -^ ■ ■ 1 1— ■■ im ■M ■ ■ II .L I 

■ IhB. 697. The adjective, ^r^25xy, however, is by 

no means adequate to — ^Xexotow, — i. e. rnv 'sroWiW 'aoaw 

ix^aav km fiaJkiaVj sirauifiy h •» hi km A£HA£0AI, mrertf^ 

KOIMH0HNAI. Hesyeh. — Hence, probably, Mr. Pope's 

It9werSy &c. A single word perfectly equivalent to a 

single word of the original cannot always be found. I» 

this case, a translator, unwilling to fall short of the Poet'» 

meaning, naturally endeavours ta ej^press in morr 

words what he has said in one ; but in doing this, he will 

often be unavoidably reduced to the dilemma, of either 

misrepresenting the cH^iginal, if he admits different or 

4idditiQnal ideas, or, of weakening it by diifusion, if be 

does not. 

« II. R, 853, 854. 
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In the Index to the Odyssey, we find, among 
other descriptions, one, of *^ the landscape about 
Ithaca.'^ This has a promising appearance. 
Mr. Pope indeed has done his utmost to make a 
landscape of this description ; yet, even his trans- 
lation, though certainly beautiful, and even pic/w 
resque^ will hardly, I believe, be thought to come 
up to what a modern reader would expect from 
— *^ the landscape about ^ Ithaca'' Still less is this 
title applicable to the original ''. All that can be 
said of it without exaggeration is, that it is a 
very pleasing scene, though described, as many 
things in Homer are described, with that simplicity 
which leaves a great deal, and may suggest a great 
deal, to the fancy of the reader. Though it does 
not answer to the idea given of it in Pope's index, 
or in the note upon the place', yet it must be 
allowed to furnish, at least, some good materials 
for a landscape; such as, a grove', water falling 
from a rock, and a rustic altar. If the descrip- 
tion itself is too simple, short, and general^ to be, 
properly speaking, picturesque description^ yet it 

is 



f Od.P. 204 — 211. 

^ " It is observable that Homer gives us an exact 
" draught of the country \ he sets before us, as in apicturcy 
'< the city^'* &c. Od. Book xvii. note on v. 224. 

' Homer's grove is circular \ oAo-®* Uoofroa-B KTKAO- 
TEPES. ver. 209. A circumstance rather unpicturesque, 
Mr. Pope knew what to suppress, as well as what to add. 
He softens this into a *' surrounding grove." 
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is such as m ants nothing, to become so, but a 
little more colouring of expression, a little more 
distinctness and speciality oi touch. This, and 
more than this, Mr. Pope has given it; and that 
his description is, at least, highly pictU7^esque, will 
scarce be disputed. Homer gives us simply— 
" an altar to the nymphs *." Pope covers it vi ith 
tnoss^ and embowers it deep in shades ; and in his 
concluding line, he goes beyond the description 
of the place^ to the description of the " religio 
loci " — of the effect of the place upon the minds 
of those who approached it. 

Beneath, sequestered to the nymphs is seen 

A mossy altar, deep-embotverd in green ; 

Where constant vows by travellers are paid, 

And holy horrors solemnize the shade. 

V. 242. 

— ^The additions of Mr. Pope's pencil are distin- 
guished, in the above quotations, by Italics^. 

Butj 

• fitifA^-'^vvfjupam, V. 210. 



^ Many such additions and improvements the^ reader 
will also find in his translation of Vomer's description 
of the shield, in the i8th book, l^o give one remarkable 
specimen: — The eleventh compartment of the shield, 
he tells us in his Observations on the^ Shield at the end 
of that book» is, *' an entire landscape without human 
" figures, an image of nature solitary and undisturbed," 
&c. Let us first view this landscape in the original, 
Jl.2.587. 

VOL. 1. S E? 
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But, to pro*ce the inferiority of the atitients in 
this species of description, by an accurate and 
comparative examination of all those passages 
which are commonly produced as examples of it, 
would be a task of considerable length, though^ 
I tliink, of no great difficulty. The few instances 
here given from Homer are intended ratlier as 
illustrations of the differepce I meant to pokit 

out^ 



_v 



£9 xo^)) pncrayij fieyav oiav ofysvpaav, 



What'I said of the simplicity and generality of the de- 
scription last mentioned^ in the Odyssey, is exacdy 
applicable to this. Even in his ^r^j^ -translation of these 
lines, [Obs; p. 123.] Mr. Pope could not perfectly 
command his fancy. " The divine artist then en- 
'< graved a large flock of white sheep, feeding along a 
" beautiful valley. Innumerable folds, cottages^ and 
^< enclosed shelters, were scattered through the 
** PROSPECT." « The expressions I have distinguished 
are Mr. Pope's ; their effect on the visibility and dis- 
tinctness of the pictuf e, I need noj point out. The last 
addition — " scattered through the prospect^'* is particularly 
picturesque. — Now, let us turn to his poetic version, and 
there, indeed, we shall find that finished landscape of 
which Homer furnished only the simple sketch : 

Next this, the eye the art of Vulcan leads 
Deep through (bjt forests, and a length of meads ; 
And stalls, and folds, and scattered cots between. 
And feecy flocks that whiten all the scene. 
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out, than as proofs of the general fact, which 
I leave to the recollection and the judgment of 
thfe reader. To roe, I confess, nothing appears 
more evident 

And may we not account for this defect in 
antient Poetry, from a similar defect in the sister 
art of PAINTING? — For it appears, I think, 
from all that has been transmitted to us of the 
history of that art among the antients, that /^wflf- 
scape-painiing either did not exist, or, at least, 
was very little cultivated or regarded among the 
Greeks'*. In Pliny's actount of Grecian artists 
We find no landscape-painter mentioned; nor any- 
thing like a landscape described in his catalogue 

of 



■ The Abbe Winckelmann, eminent for the accu* 
racy of his researches into every thing relative to the 
subject of anttent arts, gives it as his opinion, that the 
paintings discovered in the ruins of Herculanum, (four 
only excepted,} are not older than the times of the 
Emperors; and he assigns this reason, among others, 
that most of them are only landscapes : — " Paysages, 
^ ports, maisons de campagne, chasses, peches, vues, & 
" que Ic premier qui travailla dans ce genre fut un 
** certain Ludio qui vivoit du terns d'Auguste.** He 
;((]ds, — ** Les anciens Grecs ne s'amusoient pas a peindre 
•* des objets inanimei, uniquement prof res a rejouir agre- 
« ablement la vue sans occuper l^espritj^ [Hist, de VArt 
ihez les Anciens^ tome ii. p. I04.] The remark seems just. 
Men and manners^ were the only objects which th«^ 
Greeks seem to have thought worth regarding, either ift 
painting, or poetry. 

K 2 
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of their principal works* The first, and the only 
landscapes he mentions, are those said to be 
painted in fresco by one Ludius in the time of 
Augustus; " qui primus instituit amGenissimam 
" pai'ietum picturam ; — villas, & porticus, ac 
" topiaria opera — lucos^ nemora, cdleSj — amnes, 

^* littora varias ibi obambulantium species, 

^* aut navigantium, tcrraqut villas adeuntium 
" asellis aut vehiculis^'' &c. — He likewise painted 

seaports; — " idemque maritimas urbes pin- 

** gere instituit^ blandissimo aspectu^." He 
seems to have been the Claude Lorrain of antient 
painting. But, that landscape was not, even in 
Pliny's time, a common and established branch 
of painting, may perhaps be presumed from the 
single circumstance of its not having acquired a 
name. In the passage just quoted, Pliny calls it 
only, periphrastically, ** an agreeable kind of 
" painting, or subject," " amoenissimam pictu- 
*^ ram"." He is not sparing of technical terms 
upon other occasions ; as, rhyparographus, an- 
thropographuSy catagrapha^ monocromata, &c. 

With 

^ Plin. Hist. Nat. xxxy. lO. 

^ It is remarkable also, that the younger Pliny, where 
he describes the view from one of his villas, and com- 
pares It to a painted landscape, expresses himself, pro- 
bably for want of an appropriated term, (such as paysage^, 
&c.) by a periphrasis ; — " formam aliquant ad eximiam 
«* pulchritudinem pictam:^^ — ^i.e. " a beautiful ideal land- 
*« scape:' Plin. Ep. lib. v. ep. 6. 
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With respect to the Greets, at least, this may be 
allowed to afford somewhat more than a pre- 
sumption of the fact. 

The Greek Poets, then, did not describe the 
scenery of nature in a picturesque nianner, 
because they were not accustomed to sec it with 
a painter's ey^. Undoubtedly they were not 
blind to all the beauties of such scenes; but 
those beauties were not heightened to them, as 
they are to us, by comparison with painting — 
with those models of improved and selected nature, 
which it is the business of the landscape-painter 
to exhibit. They bad no Thomsons, because 
they had no Claudes. Indeed, the influence of 
painting, in this respect, not only on Poetry, but 
on the general taste for the visible beauties of 
rural nature, seems obvious and indisputable J. 
Shew the most beautiful prospect to a peasant, 
who never saw a landscape, or read a description : 
I do not say that he will absolutely feel no plea- 
sure from it ; but I will venture to say, that the 

pleasure 



J I do not know that there is, either in the Greek 
or Roman language, any single term appropriated to 
express exacdy what we mean by a prospect, Pliny, 
in the epistle referred to in note*, and in the 17th 
of 2d book, has frequent occasion for such a term, but 
is obliged to have recourse to circumlocution— r^^/Wj 
forma — regionis situm-^facies'^facies locorum. " Tot 
" fades locorum totidem fencstris & disringuit & miscet.*' 
[ii. 17.] Ang^yr^^^ 80 m^ny prospects.** 

^3 
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pleasure he will feel is very different in kind, and 
very inferior in degree, compared with that which 
is felt by a person of a cultivated imagination^ 
accustomed to the representation of such objects^ 
either in painting, or in picturesque Poetry. 
Such beauty does imitation reflect back upon the 
object insitated''. — What may serve to confirm 
the truth of these remarks, is, that from the time 
of Augustus, when, according to Pliny, land- 
scape-painting was first cultivated, descriptions of 
prospects, picturesque imagery, and allusions to 
that kind of painting, seem to have become more 
common. I do not pretend, however, to have 
accurately examined this matter. I shall only 
remind the reader of the acknowledged supe- 
riority of Virgil in touches of this kind; of 
Pliny's description of the view from his villa, 
mentioned above; and of iElians description 
of the Vale of Tempe, and his allusion to 
painting in the introduction to it*. 

To return to description in general; — this, as 
I observed above, Aristotle was so far from in- 
cluding 

^ " Elegant imitation has strange powers of interest- 
" ing us in certain views of nature. These we con- 
" sider but transiently, till the Poet, or Painter^ awake 
" our attention, and send us back to life with a new 
" curiosity, which we owe entirely to the copies which 
" they lay before us," Preface to Wood's Essay o» 
Homer, p. 13. 

* See above, Part I. note'", p. 14. 



• *Ev roii APrOIS ^fecriy mm (Arm fiQutot^, fjorrs ^lavorrnxoig. 
Cap.xxiv. Translation, Part III. Sect. 6. See tlie note. 

^ See the notes on that part. 

E4 
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eluding in his notion of imitatwny that he is evta 
totally silent concerning it^unless he may be 
thought slightly to allude to it in one passage, 
wher6 he recommends it to the Poet to reserve 
his highest colouring of language for the inactive^ 
that is, the merely narrative, or descriptive^ part^ 
of his poem'. Several obvious circumstances 
help to account for this silence. Intent on the 
higher precepts, and on what he regarded as the 
more essential beauties of the art — the internal 
construction and contrivance of the fable, the 
artful dependence and close connection of the 
incidents, the union of the wonderful and the 
probable, tlie natural delineation of character and 
passion, and whatever tended most effectually to 
arrest the attention, and secure the emotion, of 
the spectator or the reader — intent on these, he 
seems to have thought the beauties of language 
and expression a matter of inferior consideration, ( ^[ 
scarce worthy of his attention. The chapters on ( ^ 
diction seem to afford some proof of this. The ( / 
manner in which he has treated that Subject, will, 
be found, if I mistake not, to bear strong marks 
of this comparative negligence, and to be, in 
several respects, not such as the reader, from the 
former parts of the work, would naturally expect ^ 

To 



\. 



i 
( 
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perfect saU3&cUon to. those fa$tidious under* 
standiogs tlmt am oot to t>e contented with any* 
thing less than distinct ideas ; that, like the sun- 
dial in the fable, allow of no medium between 
knowing elearly, and knowing nothing. 

Sj je ne vois bien clair, je dis — Je n'en sjais rien*. 

It is one question, in what senses, and from 
what original ideas, Poetry was fif'st called 
imitation by Plato ani Aristotle ; and another, 
what senses may have suggested themselves to 
modem writers, who finding Poetry denominated 
an imitative art, instead of carefully investigat- 
ing the original meaning of the expression, have 
had recourse, for its explication, to their own 
L ideas, and have, accordingly, extended it to every 
y^ sense which the widest and most distant analogy 
\\)^ would bear. 



/(ys" V^ With respect to the origin of the appellation—*- 

V V ' 4/ ^^ ^^^y ^^^^ ^^^ Poetry is imitation^ may, I 

y \i think, evidently be traced to the theatre as to 

jJ^kC" its natural source; and it may, perhaps, very 

' Av reasonably be questioned, whether, if the drama 

had never been invented, Poetry would ever 
have been placed in the class oi Imitative Arts. 
'Bwit AMM:ajX£._driew J^ of Poetic 

imitation chiefly from the drama^/is evident from 
what has been als^ady said. \His preference, 

indeed. 



• La Montr € et le Quadrafij in the ingenious and philo- 
sophical fables of La Motte. Livre iii. fab. 2. 
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indeed, of dramatic JPoetryj, is not only openly 
dedared in fits concluding chapter, hut strongly 
marked throughout, and by the very plan 
and lexture of his work)^ The Epic— tHat 
" gr^test )vorki" as Dryden extravagantly calls 
it, ** yif\}^ the sml of man is capable to per- 
form V is slightly touched and soon dismissed: 
Our eye is still kept on Tragedy. The form and 
features of the Epic Muse are iBther described 
by comparison with those of her sister, than de- 
lioeated as they are in themselves ; and though 
that preference which is the result of the com- 
parison seems justly given on the whole, yet it 
must, perhaps, be copfessed, that the comparisori 
is not completely stated, and that the advantages 
and privileges of the Epic are touched with some 
reserve*^. It is, indeed, no wonder, that he, who 
held imitation to be the essence of Poetry, should 

prefer 

' Pre/, to his JEntid. 

8 For example:— in Part III. sect. 1. lOrig. ch. xxiv.] 
he had allowed the greater extent of the £(iic Poem to 
give it an advantage over Tragedy in point of variety 
and magnificence} But, in the comparison between them 
in his last chapter, this important advantage is entirely 
passed over, and only the disadvantages of the epic ex- 
tent of plan are mentioned; its variety^ the want of 
which he had before allowed to be a great defect^ and 
even a frequent cause of ill success, in tragedy, is here 
stated only as a fault — as want of mity. [Sec Part V* 
sect. 3. Orig. cap. xxvi.] 
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pre£er that species which, being more; strictly 
imitative^ was, in his view, more strictly Poetry^ 
tb^ any othej^ 

/With respdct to "Plato the case is still plainen 
In the third book of his Republic, where he 
treats the subject most fully, and is most dear 
and explicit, he is so far from considering *' all 
Poetry ^^ as imitation, that he expressly distin« 
guishes imitative Poetry from " Poetry without 
imitation^.'' Nor does he leave us in any uncer- 
tainty about his meaning. His imitatvoe Poetry 
is no other than that which I have called jD^r^on- 
ative^ and which the reader will find clearly and 
precisely described in the passage referred to\ 
Imitation, then, he confines to the drama, and the 
dramatic part of the epic poem ; and that, which 
with Aristotle is the principal, with Plato is the 
only^ sense of imitation applied to Poetry. In 
short, tliat Plato drew his idea of the MIMHSI£ 
of Poetry from the theatre itself, and from the 
personal imitations of represented tragedy, is 
evident from the manner in which he explains 
the term, and from the general cast and language 
of all his illustrations and allusions^-** When the 
" Poet," he says, " quitting his narration, makes 
" any speech in the character of another person, 
^^ does he not then assimilate, as much as pos- 

" sible, 

^ Rep. 3. ed, Ser. p. 393* ctny fUfMt9'i»i motno^i» and 
lit* X. p. 605. fMfamx&' monrmg. 
! ^^P* 3; from D. p. 39a, to D. p. 394« fd. Ser. 



On Poetry considered as an Imitative Art. 6l 

*^ sible, his language to, that of the person intro- 

** duced as speaking ? — Certainly. — But to assi- 

" milate one's self to another person, tithtr in 

" VOICE or GESTURE — ^is not this to imitate 

^* that person^ ?" And in many other passages 

we find the same allusion to the imitations, by 

^oict and actiaUy of the actor and the rhapsodist; 

and even to ludicrous mimicry of the lowest 

kind'. _ 

All 

^ Axx* orav yf rna Xtyri fwriv wj tjj oXX^ " «v, op ov tots 
ofMiHf avro¥ fnaofWf ori/utXis'a mf aura Xe|ti htaru wav vfoitTp 
iiftfunai — ^thnrofur ti yag « ;— 'Owav to ye bfAOiuv Icanoif 
ibAw, n Mora ^UNHN, h Mara XXHMA) jjufAsioBcu irtf 
tMSivov ^ a» Tig ofMM ; Rep. 3, p. 393. ^^. Serran. 

' Ibid. p. 395— uora SXIMA koi ^UNAS.— p. 397, 
Xf^t; 3ia /JufAiitnus ^XINAID rt mm SXHMASL The reader 
may also see p. 396 and 397 ; in both which places he 
alludes even to the lowest and most ridiculous kind of 
mimicry. The passages are so curious and amusing, 
that the reader will pardon me if I suffer them, in a note^ 
to lead me into a short digression. He speaks in them 
of imitatingy or, as we call it, taking off^ " the neighing 
^* of horses, and the . bellowing of bulls— -the sound of 
*' thunder^ the roaring of the sea' and the winds— the 
'' tones of the trumpet, the flute, and all sorts of instru- 
" ments — ^the barking of dogs, the bleating of sheep, 
** and the singing of birds— the rattle of a shower of 
** hail^ and the rumbling of wheels ^^ — The sublime Plato 
was not always sublime. — The expressions here are too 
strong to be understood merely of the imitations of 
^^ttvczX description \ they are applicable only to vocal 

mimicry. 
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All this will scarce appear strange or surprising, 
if we recollect the close connection which then 
subsisted between poetical and personai imitation. 
It was by no means with the antients as it is with 
us. Before the multiplication of copied was 

facilitated 

mimicry. Were there any doubt of this, it mi^t be 
sufficiently removed by other passagee of antient authors 
in which similar feats are recorded. Plutarch, [De aud. 
P0it, ed. H. Steph. p. 31.] commenting upon Aristotle's 
distinction, Part I. § 5, bietween the pleasure we rcfceive 
from the imitation, and that which we receive from the- 
real object, observes, that — '* though the grunting of a 
'* hog, the rattle of wheels, the whistling of the wind, 
** and the roaring of the sea, for instance^ are sounds, 
<' in themselves offensive and disagreeable, yet when we 
'• hear them well and naturally imitated, they giiJe us 
** pleasure. ^^ And he records the names of two eminent 
performers in this way, Parmenoy and Theodorus ; the first 
of whom possessed the grunt of the hog, and the other 
the rattle of the wheel, in high perfection.-— This 
Thecdorus was, probably, a different person from the 
tragic actor of the same name, whose vocal talents of a 
higher kind are mentioned by Aristotle in his Rhetoric, 
{lib. iii. cap. I.) and who was^ eminent for the power of 
accommodating the tone of his voice to the various cha** 
racters-hc represented, " The voice," says the philo* 
sopher, "of Theodorus appears always to be that of 
"the very person supposed to speak : not so the voices 
** of other actors." In order fully to understand which 
praise, it is necessary to recollect, that this vocal flexibility 
in an actor had far^greater room to display itself among 
4 the 
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fecilifeted by the invention of printing, reading 
was uncommon. It \tas not even till long after, 
that it became, in any degree, the general practice, 
as it is now. Yet Poetry, we know, among the 
Greeks, was the common food even of the vulgar* 

But 

' -,1, — ~ . . i — 

the antients, than it has with us, on account of the exclu- 
sion of women from their stage. Hence one of the 
objections of Plato to theadmission of dramatic Poetry 
into his Republic : a in IwiTfe+o/^cv av ^afxsv fcnhcScUy xau 
hiv tlhiii ayJf a^ aya^sg ymadcu, TTNAIKA MIMEISeAI, 

ANAPAS ONTAS. x. t. aK [Rep. 3. p. 395, D.] 

a passage which may also serve to confirm what has 
been asserted, that Plato, in speaking of Poetry as imi- 
tation> constantly kept his eye on tlie personal imitation 
of the actor or the rhapsodik#«r-To return to the art of 
vocal mimicry : — ^the passages ab^ve produced shew it 
to have been of very .respectable antiquity. But there 
are two other passages that make it still more venerable; 
one in the hymn to Apollo attributed to Homer, v, 162, 
3, 4^—- where the musical imitations of the Delian virgins 
are described ; (see Dr. JBurney's Hist, of Music, vol, i, 
p. 372.) and another very curious passage in the 
Odyssey, A. 279, by which it appears, that the art was 
practised even in the Trojan times, and that the beauteous 
Helen herself, among her other charms, possessed the 
talent of vocal mimicry in a degree that would, in modern 
tiii)es,have qualified her to make no inconsiderable figure 
at Bartholomew-fair. She is described as walking round 
the woodeh horse, after its admission within the walls of 
Troy, calling, by name, upon each of the Grecian chiefs^ 
and ** imitating the vaices of thiir wives. '^ — Uavrviv Afyeiav 
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Btit ttwy heard it only. The pbilosopho', ths 
critic, and the few who collected books wbea 
they could be obtained only by the labour or 
expence of transcription, might, indeed, take « 
tragedy or an epic poem into their closets ; b^t, 
to the generality, all was acUon, reiHVsentation, 
and 

ftmir unair itoxom. And so well did she lait them iff, 
that their husbands were on the point of betraying them- 
selves by aDSwciingi or coining out. Anticlus, in par- 
ticular, would have spoken, if Ulysses had not, bymaio 
force, stopped Us mouth tuiik his hand, till Minerva came 
to their relief, and took Helen away. 

ix: OSwrnxEm MA2TAKA XEPEI HIEZE 

NAAEMEns: EFATEPHISI, cemn it ■manat A^aat !— 
Od. A. 287, 8. 
A line added in Pope's translation of- this passage, 
affords a curious example of misapplied ornament : — 
Firra to his lips his forceful hands apply'd, 
Tilt m hii tongiu tkeJlutt'Ting murmurs dfi. 

B. iv.v. 391, 

— one instance out of many tJiat might be quoted, of 
the ridiculous effect produced, (especially in the Odyssey,) 
by continual efforts to elevate what neither f^au/^/noms 

be elevated. In the version of the i6ih book, (a versljft^ 1 
approved at least by Mr. Pope) we have ihis line ; J^^ 
They reach'd the dome ; the dome with marhle sk 

— who would suspect this to be a desr 
rude building which Eumsus, " cun^ 
[LiH. xiv. 8.] All that is to be foup 
inHomerisa"jww(i4rrtAeW.".^i 
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and recital. The tra^c, and even the epic poet, . 
were, in a manner, lost in the actor and the rhap- 
sodist ". A tragedy not intended for the stage, 
would have appeared to the antients as great an 
absurdity aa an ode not written for music. With 
ihem, there couidbe no difficulty in conceiving 
Poetry to be an Imitative Art, when it waM|! 
scarce kno»-n to them but through the visibla lfl 

m^ium^f arts^ titrirri y Mi)d literall y, mj metif'-, Jv 

" The rhapsodist was defined to be, tie actor of an eple 
Potm. 7tti^ot — fcMKfirai hrtiv, Heiycli. — Ya^ia — hi ta 
Gim^u iitn iv TOIS eEATPOlS aara.rf>^omi.—Suida$. 
" Homer's Poems," says the ingenious and entcrraining 
zathoT of the Enquiry into t/u Life and ff^ritings of Hamtr, 
" were made to be recited, or sung lo a company ; and 
" not read in {HJvate, or perused in a book, which few 
" were then capable of doing : and I will venture to 
" affirm, that whoever reads not Homtr in ih'n view, 
" loses a great part of the delight he might receive from 
" ihc Puet." — Blackwell's Enquiry, &o. u. 122. 



^ 
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ON THE DIFFERENT SENSES OF THE 

WORD, IMITATIVE, 

AS APPLIED TO MUSIC BY THE ANTIENTS, 

AND BY THE MODERNS. 

r 

I nr^H E whole power of Music may be reduced/ 
-*- I think, to three distinct effects ;— upon the 
ear^ the passions, and the imagination: in other 
words, it may be considered as simply delighting 
the sense, as raising emotionSy or, as raising ideas. 
The two last of these effects constitute the whole 
of what is called the moral*, or ej^pressive, 
power of Music; and in these only we are to 
look for anything that can be called imitation. 

I Music can be said to imitate, no farther than as 

it expresses something. As far as its effect is 

merely physical, and confined to* the ear, it gives 

a simple, original pleasure ; it expresses nothing, 

it refers to nothing; it is no more imitative 

than the smell of a rose, or the flavour of a 

pine-applej 

'^ Music 

/ 

* MoraU merely as opposed to physical : — as affecting 
the mind I not as Ethtc, or influencing the manners. 
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Music can raise ideas, immaSately \ only by 
the actual resemblance of its sounds and motions 
ta the sounds and motions of the thing su^ested ^. 
Such Music we call imitntive^ in the same sense 
in which we apply the word to a similar reseni- 
blance of sound and motion in poetry "". In both 
cases, the resemblance, though immediatCy is so 
imperfect y that it cannot be seen till it is, in some 
sort, pointed out ; and even when it is so, is not 
always very evident. Poetry, indeed, has here a. 
great advantage ; it carries with it, of necessity, 
its own explanation : for the same word that imi- 
tates by its sound, points out, or hints, at least, 
the imitation, by its meaning. With Music it is 

not 

' 1111. , 

* Music may raise ideas immediately, by mere associatien ; 
but I pass over the effects of this principle, (important 
anil powerfiil as it is, in Music, as in everything else,) 
as having nothing to do with imitation. If, to raise an 
idea of any objeot by casual association, be to imitate, 
any one thing may imitate any other. 

I inserted the. word, immediately^ because Music has 
also a power of raising ideas, to a certain degree, through 
the medium of emotions^ which naturally suggest corres- 
pondent ideas ; that is, such ideas as usually raise iuch 
emotions, [See Harris, on Music, &c. ch. vi. and below, 
note •.] 

■* See Harris^ ibid, ch, ii. where this subject is treated 
with the author's usual accuracy and clearness. 

* See Dissert. L 

T2 
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not ISO. It must call in the assistance of langaage, 
or something equivalent to language, for its 
interpreter*. ^ 

Of all the powers of Music, this of raising 
ideas by direct resemblance is confessed to be 
the weake^ and the least important It is, 
indeed, so far from being essential to the pleasure 
of the art, that unless used with great caution, 
judgment, and delicacy, it will destroy that 
•pleasure, by becoming, to every competent judge, 
offensive, or ridiculous. It is, however, to Music 
of this kind only that Mr. Harris, and most other 
modem writers, allow the word imitative to be 

applied. 

^ . - ' ... .1 - 1 .11. 1 

^ Wlien the idea to be raised is that of a visible object, 
die jmitation of that object by painting, machinery, or 
other visible representation, may answer the same end. — 
A visil)le object strongly characterized by motion, m^^be 
suggested by such musical motion as is analogous to it. 
Thus, a rapid elevation of sounds, bears, or at least is 
conceived to bear, some analogy to the motion of flame;— 
but this analogy must be pointed out — " II fatit que 
** Fauditeur soit averti, ou par les paroles, ou par le 
•* spectacle^ ou par quelque chose d'equivalent, qu'il 
*' doit substitucr Tidee du feu a celle du sonJ* Sec 
M. Dalemben's Melanges de Literature^ voL v. p. 158,— 
"where the philosophical reader will, perhaps, be pleased 
with some very ingenious and uncommon observations, 
on the manner in which the imitative expression even of 
Music without wordsy may be influenced by the phrase- 
ology of the language in which the hearer thinks. 
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applied ^. The highest power of Music, and that 
from which " it derives its greatest efficacy,'" is, 
undoubtedly, its power of raising emotions. But 
this is so far from being regarded by them a$ 
imitation^ that it is expressly opposed to it ^ 

The ideas, and the language, of the antients, on 
this subject, were different. ^When they speak 
of Music as imitation^ they appear to have solely, 
or chiefly, in view, its power over ' the affections. 
By imitation^ thay mean, in short, what we com- 
monly distinguish from imitation, and oppose %Q 
it, under the generfil term of e.vpression *. With 
respect to Aristqtlf, in particular, this will 
clearly appear from a few passages which T shall 
produce from lanotl^ier of his writings ; and, at 
the same time, the expressions made use of in 
these passages, will help us to account for a mode 
of speaking so different from that of modern 
writers on the subject. 

What 

: , V— 

* Dr. Beattie, On Poetry and Music j p. 1 38, iipassirk.'-^ 
Lord Kaims, EL of Crit. vol. ii. p. !• Avison, &€•— 
There Is but one branch of diis imitation of sound by 
soundi that is really important ; and that has been 
generally overlooked. I mban^ the imitation of the 
tones oi' speech. '^Oi this, presendy. 

^ Harris, On Musicy ice. p. 69, 99, 100. ^ 

* " If we compare imitation with expression^ the 

** superiority of the latter will be evident."— Dr. Beatde, 

On Poetry and Music^ p. 1 39, 1 40, &c,— ^Avison, on Mus. 

Expression^ Part II. § 3. 

F3 
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What Aristotle, in the beginning of his treatise 
on Poetry*, calls MIMHDIS — imitation — he 
elsewhere, in the same application of it, to Music^ 
calls *OMOIX2MA — resemblance. And he, also, 
clears up his meaning farther, by adding the thing 
resembled or imitated^:— ifJioiufAot, TOI2 H^EZI — 
ifAoiu[j.urx TUN H0nN ^ — " resemblance to 
human manners^'^ i. e. dispositions^ or tempers ; 
for what he means by these iJ9ii, he has, likewise, 
clearly explained by /Ae^ expressions — o/Ao»«/*aT« 

OPFHS x«i nPAOTHTOS- It* f ANAPIAS x«i 

sn^PorrNHS, &c. " resemblances of the irascible 
" and the gentle disposition — of fortitude and 
" temperance^ Sic^^ This resemblance, he ex- 
pressly tells uSy is " in the rhythm and tlie 

melody : " 

^ Kaim; cuf>^irrtkng yi w^firu, km Ht^irixni fMfdmug. — 

See Sici. I. of the translation. 

^ In the same passage he uses the word lAtfAVi/jia, as 
synonymous with bfMiufjta, 

* Arist. de Repub, lib. viii. cap. 5, p. 455, Ed, Duval. 
Plato uses fitfMifjLara TPOIIXIN in the same sense. De leg. 
lib. ii. p. 655, Ed. Ser. 

^ The word, jj^u, taken in its utmost extent, includes 
everything that h habitual and characteristic \ but it is 
often used in a limited sense, for the habitual temper^ or 
disposition. That it is here used in that sense appears 
from Aristode's own explanation. I therefore thought 
it necessary to fix the sense of the word manners^ which 
has the same generality as h^, and is its usual translation, 
by adding the words " dispositions or tempers^ 



»> 
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melody r — ijuoiwitAaTa iv TOK PTBMOIS^ai 

TOK MEAE2IN, o^yn? x«i •srf aoruT®* . In these 
passages, Aristotle differs only in the mode of 
expression from Mr. Harris, when he affirms that 
" there are sounds to make us chearful or sad^ 
" martial or /e;?(fer," &c.°*: — from Dr. Beattie, 
when he says, " Music may inspire devotion^ 
" fortitude y compassion ; — ^may tnfme a sor^ 
" raw;' &c." 

It appears then, in the frst place, that Music, 
considered as affecting, or raising emotions^ was 
called imitation by the antients, because they 
perceived in it that which is essential to all 
imitation, and is, indeed, often spoken of as the 
same thing — resemblance''. This resemblance, 

however, 

* The same expressions occur in the Problems, 
Sect. xix. Proh. 29'and 27. 

"* Chap, VI. 

" On Poet, and Mus. p. 167. — ^In another place 
Dr. Beattie approaches very near indeed to the language of 
Aristotle; he says, *' After all, it must be acknowledged, 
" that there is some relation, at least, or analogy, if not 
*' SIMILITUDE, between certain musical sounds, and 
" mental affections, &c," [p- I43O 

" " Imitations, or resemblances, of something else." 
[Hutcheson's Inquiry into the Orig, of our Ideas of 
Beauty, &c. p, 15.] *^ Taking imitation in its proper sense, 
" as importing a resemblance between two objects/* 
[Lord Kaims, El. of Crit, ch. xviii. § 3.] Imitation, 
indeed, necessarily implies 1-esemblance; but the converse 
is not true. « 

' F4 
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l^^lfever, as here stated by Aristotle, cannot be 
immediate ^ ; for between sounds themselves, and 
mental affections, there can be no resemblance. 
The resemblance can only be a resemblance of 
effect : — the general emotions, tempers, or feelings 
produced in us by certain sounds, are like those 
tjiat accompany actual grief, joy, anger, &c. — 
And this, as far, at least, as can be collected 
from the passage in question, appears to be all 
that Aristotle meant 

But, secondly ; — the expressions of Music con- 
sidered in itself, and without words, are, (within 
certain limits,) vague, general, and equivocal. 
What is usually called its power over the passions, 
is, in fact, no more than a power of rabing a 
general emotion, temper, oY disposition, common 
to several different, thou^ related, passions ; as 
pity, love — anger, courage, &c. ' The effect of 
words, is, to strengthen the expression of Music, 
by confining it — by giving it a precise direction, 
supplying it with ideas, circumstances, and an 
olyect, and, by this means, raising it from a calm 
and general disposition, or emotion, into some- 
thing approaching, at least, to the stronger feeling 
of a particular and deterdiinate passion. Now, 



among 



' Sec Dissert, I. first pages, 

^ The expression of Aristotle seems therefore accurate 
and philosophical.^ It is everywhere — oiMuofia H0nN, — 
not nA0X2N — a resemblance " to manmrs, or tempers*^ 
not ^^ to passions, ^^ 
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mmong the antients, Music, it is welt known, was 
scarce ever beard without this assistance. Poetry 
and Music were then far from having reached 
that state of mutual independence, and separate 
improvement, in which they have now been long 
established. When an ancient writer speaks of 
Music, he is, almost always, to be understood to- 
mean vocal Music — Music and Poetry united. 
This helps greatly to account for the application 
of the term imitative^ by Aristotle, Plato, and 
other Greek writers, to musical cvpression, which 
modern writers oppose to musical imitation. That 
emotions at^e raised by Music, independently of 
words, is certain"; and it is as certain that these 
emotions resemble those of actual passion, tem- 
per, &c. — But, in the vague and indeterminate 
assimilations of Music purely instrumental, though 
the effect is felt, and the emotion raised, the idea 

• 

of resemblance is far from being necessarily sug- 
gested ; much less is it likely, that such resemblance, 
if it did occur, having no precise direction, should 
be considered as imitation\ Add words to tliis 

Music, 

' This is expressly allowed by Aristotle in the Problem 
which will presently be produced:— *« ya^ eav i ANET 

AoroT /E«x©-, ofMi fx« Heos. 

• I observed {Note *) that Music is capable of raising 
ideas, to a certain degree, through the medium of those 
emotions which it raises immediately. But this is an effect 
so delicate and uncertain— <so dependent on the fancy, the 

sensibilty^ 
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Music, and the case will be very different There 

I 

is now a precise object of comparison presented 

to 



sensibility, the musical experience, and even the tem- 
porary disposition, of the hearer y that to call it imitation^ 
is surely going beyond the bounds of all reasonable ana- 
logy. Music, here, is not Imitative y but if I may hazard 
the expression, merely suggestive. But, whatever we 
may call it, this I will venture to say, — that in the best 
instrumental Music, elcpressively performed^ the very 
indecision itself of the expression, leaving the hearer to 
the frjee operation of his emotion upon his^iwry, and, as 
it were, to the free choice of such ideas* as are, to him^ most 
adapted to react upon and heighten the emotion which 
occasioned them, produces a pleasure, which nobody, 
1 believe, who is able to feel it, will deny to be one of 
the most delicious that Music is capable of affording. 
But far the greater part even of those who have an ear 
for Music, have only an ear ; and to them this pleasure is 
unknown. — The complaint, so common, of the sepa- 
ration of Poetry and Music, and of the total want of 
meaning and expression in instrumental Music, was never, 
I believe, the complaint of a man of true musical 
feeling: and it might, perhaps, be not unfairly concluded, 
that Aristotle, who expressly allows that *' Music, even 
without wordsy has expressions^ [See the Problem below] 
was more of a musician than his master Plato, who is 
fond of railing at instrumental Music, and asks with 
Fonienelle,— " Sonate, que me veux tu ? — wayxasAfi^rov, 
any Koyn yi^ofievov puQfAOv tb km a^fjLcviav yiyvao-HSiVy *0, TI 
BOTAETAl. DeLeg.iup,66g. [The story of Fontenelle 
is well known. — " Je n'oubiicrai jamais," says Rousseauy 
** la saillie du celebre Fontenelle, qui se trouvant excede 
4 " dc 
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to the mind; the resemblance is pointed out; the 
thing imitated is before us. Farther; one prin- 
cipal use of Music in the time of Aristotle, was 
to accompany dramatic Poetry — that Poetry 
which is most peculiarly and strictly imitative^ 
and where mariners and pfissions (nflu x«i waflu) are 
peculiarly the objects of imitation. 

It is, then, no wonder, that the Antients, ac- 
customed to hear the expressions of Music thus 
constantly specified, determined, and referred to a 
precise object by the ideas of Poetry, should 
view them in the light of imitations ; and th^t 
even in speaking of Music, properly so called, as 
Aristotle does, they should be led by this asso- 
ciation to speak of it in the same terms, and to 
attribute to it powers, which, in its separate stale, 
do not, in strictness, belong to it. With respect, 

however, 

" de ces ctcrnellcs symphonies, s'ecria tout haut dans un 
*' transport d'impatience : Sonate^ que me veux tuf^^ 
Diet, de Mut. — Son ATE.] I would by no means be 
understood to deny, that there is now^ and has been at 
all times, much unmean^'ng trash composed for instru- 
ments, that would justly provoke such a question. I 
mean only to say, what has been said for me by a 
superior judge and master of the art : — ^'^ There is some 
^^ kind, even .of instrumental music, so divinely com- 
" posed, and so expressively performed, that it wants, no 
" words to explain its meaning,"— Dr. Burney's Hist. 
of Music, vol. 1. p. 85. 

* Diss. I. * ' 
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however, even to the instrumental Music of those 
times, it should be remembered, that we cannot 
properly judge of it by our ww, nor suppose it to 
have been, in that simple state of the art, what 
it is now, in its state of separate improvement 
and refinement It seems highly probable that 
tlie Music of the antients, even in perfornrianccs 
merely instrumental, retained much of its vocal 
style and character, and would therefore appear 
itiore imitative than our instrumental Music: 
and perhaps, after all, a Greek Solo on the flute, 
or tlie cithara, was not much more than a song 
without the words, embellished here and there 
with a little embroidery, or a few sprinklings of 
simple arpeggiOy such as the fancy, arid tlie 
fingers, of the player could supply. 

But there is another circumstance that deserves 
to be considered. Dramatic Music is, often, 
strictly imitative. It imitates, not only the effect 
of the words, by exciting correspondent emotions, 
but also the words tliemselves immediately^ by 
tones, accents, inflexions, intervals, and rhythmical 
movements similar to those of speech. That 
this was peculiarly the character of the dramatic 
Music of the antients, seems highly probable, 
not only from what is said of it by antient autliors, 
but from what \ve know of their Music in general; 
of their scales, their genera, their fondness for 
chromatic and enharmonic intervals, which ap- 
proach so nearly to those sliding and unassignable 

inflexions, 
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Inflexions, (if I may so speak,) that characterize 
the melody of speech. 

I an), indeed, persuaded, that the analogy 
between the melody and rhythm of Music^ and 
the melody and rhythm of speech'' y is a principle 
of greater extent and importance than is com- 
monly imagined. Some writers have extended it 
so far as to resolve into it the whole power of 
Music over the afiections. Such appears to have 
been the idea of Rousseau. He divides all Music 
into natural and imitative ; including, under the 
latter denomination, all Music that goes beyond 
the mere pleasure of the sense, and raises any 
kind or degree of emotion ; an effect which he 
conceives to be wholly owing to an imitation, 
more or less perceptible, of the accents and in- 
flexions of the voice in animated or pas^onate 
speech''. Professor Hutcheson was of tlie same 
opinion. In his Inquiry concerning Beauty, &c. 
he says — " There is also another charm in Music 
" to various persons, which is distinct from the 
" harmony y and is occasioned by its raising 
*' agreeable passions. The human voice is ob- 

" \iously 



Myprai yaq in hcu AOrXlAES TI MEA02, to 



cvyKiiyavw Ik twv vfo^'oiJiMV t«v h 701; 6vo/jiao't, J[/tristox. 
Harm. i. p. 18. Ed. Meibom.'] To this he opposes—^ 
M0T2IK0N MEA02. 

"^ Diet, dc Mus. Art. Musique— Melodie, &c. 
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** viously varied by all the stronger passions " ; 
" now when our ear discerns any resemblance 
*' between the air of a tune, whether sung, or 
^^ played upon an instrumenti either in its time 
" or modulation^ or any other circumstance, to 
" the sound of the human voice in any passim^ we 
" shall be touched by it in a very sensible manner, 
" and have melancholy^ joy^ gravity^ thought-- 
" fulness y excited in us by a sort of sympathy or 

*' contagion^ 

* Thus Theophrastus, in a curious passage cited 
by Plutarch in his Symposiacs, p. 623, Ed. Xyl, — Mnffiitnf 
a^X^ rgm Bifcu, ATnHN, HAONHN, EN0OTSIAIMON- 
^j hears t«t«v vofar^iTrovTog hi t« avwSuq mm iy)0<mn®- Tupf 

fointv. '* There are three principles of Music, griefs 

" pleasure^ and enthusiasm ; for each of these passions 
** turns the voice from its usual course^ and gives it in- 
** flexions different from those of oi'dinarj speech." — 
'' II n*y a que les passions qui cbantent** says Rousseau ; 

" i'entendemont ne fait que parler^^ This passage 

of Theophrastus is introduced to resolve the question— > 
In what sense love is said to teach Music? — " No 
** wonder," says the resolver, *« if love, having in itself 
*• all these three principles of Music, griefs pleasure^ and 
•* enthusiasm^ should be more prone to vent itself/ in 
" Mu^ic and Poetry than any other passion."— Aris- 
toxenus, describing the difference" between the two 
motions of the voice, in speaking and in singings — (the 
motion by slides, and that by intervals) says — Jiosrrf, 
h TO) iiOKsysa^M ^uyofuf to Irafeu tuv favnvy av fin AIA 
tIA0O2 woTf ft; Toiavrnv xintfftv avaynaaOufjLiv hBtsn.*^ 
p. 9. Ed. Meibwiii. 
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*^ contagion,'' [Sect. 6. p. 83.] This ingenious 
and amiable writer seems to have adopted this 
opinion from Plato, to whom, indeed, in a 
similar passage in his System of Moral Philo- 
sophy ^, he refers, and who, in the third book of 
his Republic, speaks of a warlike melody, in- 
spiring courage, as " imitating the sounds a^d 
" accents of the courageous man ;" and, of a 
calm and sedate melody, as imitating the sounds 
of a man of such a character *. 

With respect to Aristotle — whether this was 
his opinion, or not, cannot, I think, be deter- 
ipined from anything he has expressly said upon 
the subject. In the passage above produced *, 
where so much is said of the resemblance of 
melody and rhythm to manners, or tempers, not 
a word is said from which it cm be inferred, that 
he meant a resemblance to the tones and accents 
by which those manners are expressed in speech. 
On the contrary, the expressions there made use 
of are such as lead us naturally to conclude, that 
he meant no more than I have above supposed 
him to mean ; i. e. that the Music produces in us, 

immediately, 

y Vol.1, p. 16. 

« De Rep. /i^. ill. p. 399. Ed. Ser. The expressions 
are — h [sc. a^ymhOn-A. e. melody^ b rn t5d>£fAim is^a^si 

ovT®- av3f «« mr^sTTOvrag av MIMH2AITO ^>0OrrOTZ 

TE I^AI nPOSXlIAIAS. — And again — (rw^fowv, av5f««v, 
^0OrrOT2 MIMH20NTAI. 

* P. 70. 
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immediately, feelings resembling those of real 
passion, &c. — For, after having asserted, that there 
is " a resemblance in rhythms and melodies to 
" the irascible and the gentle disposition," he 
adds, — " This is evident from the manner in 
" which we find ourselves affected by the per- 
** Jormance of such Music ; for we perceive a 
" change produced in the soul while we listen to 
" it*/' AnA again — " In melody itself there are 
" imitations of human manners ; this is manifest, 
" from the MELODIES or modes, which have, 
^* evidently, their distinct nature and character ; 
" so that, when we hear them, we feel ourselves 
" affected by each of them in a different man- 
" ner, &c." ** — But the passage furnishes, I think, 

a more 

* A»i;u)v h U im Ifywv METABAAAOMEN TAP THN 

^ £y h Toig fA&^triv ainoii en fUfM^fxara rw n6m* mm tvt 
if I favipnr euOug ya^ A tm Af fjumuv iierwB fwri^ ure oaaiorraf 
AAAn£ AIATI6E£®AI, xcu (Ati rov aurw rpvoy ixav 

mpi oMtrw cUnm, — k* t. «x. The *AffMviaty i. e. melo^ 

dies^ (or, more properly perhaps, enharmonic melodies) 
here spoken of, must not be confounded with what are 
usually called .the modeSy and described by the writers on 
antient music, undei^ the denomination of royoi, i.e. 
pitches, or keys : — these were mere transpositions of the 
same scale, or system; the AgfAovuxi appear to have been, 
as the name implies, different melodies — scales, in which 
the arrangement of intervals, and the divisions of the 
tetrachord (or genera) were different. Aristides Quin- 
tilianus is the only Greek writer who has given any 

account 
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B. more decisive proof that the resemblance here 
meant, was not a resemblance to speech. Aristotle 
asserts here, as in the problem of which I shall 
presently speak, that,_iiL all that AflSs^ 
^ewe^^lMusicaloofi. possesses this property of 
resemblance to human manners. In comparing 
it with painting, he observes, that this art can 
imitate, immediately, only figures . and colours ; 
which are not resemblances (iiJLOh(a[Aargt) of man- 
ners and passions, but only signs and triplications 
of them (trniAuoi) in the human body : jivhereas, 
in Music, the resemblance to manners ^^ is in the 
melody itself^.** Now, whatever may be the^ 

meaning 

account of these o^^vmu. (p. 2i. Ed. Meib.) He asserts, 
that it is of tA^sef not of the rovot, that Plato speaks in 
the famous passage of his Republicy lib.Wi. where he 
rejects some of ihem, and retains others. This^ at least, 
is clear^ that whatever the offAOvim of Plato were, 
Aristotle here speaks of the same. See his Rep. viii. 
p. 459. — Their distinctive names, Lydian, Dorian, &c, 
were the same with those of the towi, that of iyntono^ 
Lydian excepted, whicji, I think, is peculiar to the 
iiffMviM. This coincidence of names seems to have been 
the chief cause of the confusion wo find in the modem 
writers on this subject. . The distinction has been 
pointed out in Dr. Burney's^ Hist, of Mus. vol. i. 
p. 32.— See also Rousseau's Diet. art. Syntono- 
i4.yDiEN,& Genre. 
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meaning ci this last assertkxi — for it seeais not 
quite philosophical to talk of such a^ resemblance 
as being in the sounds thenudvcs — ^whatever may 
be its meaning, it cannot wdl be, that the melody 
resembles manners as expressed by speech ; be- 
cause this would destroy the distinction between 
Music and Paindng: for words are exactly in 
the same case with cgIouts and Jigures; they are 
not re^semblances of manners, or passions, but 
inJicafio?is only. We must tten, I fear, be con- 
tented to^ke what Aristotle says as a popular 
and unphilosophical way of expressing a mere 
resemblance of cff^ect. 

In one of his Musical Problems^ indeed, he 
advances a step farther, and inquires into the 
cause of this effect of Music upon the mind. 
The text of these problems is, in general, very 
incorrect, and often absolutely unintelligible ; this 
problem, however, seems not beyond the reach of 
secure emendation, though it may, possibly, be 
beyond that of secure explanation. As it has not, 
that I know of, been noticed by any writer on the 
subject, and may be regarded at least as a 
curiosity not uninteresting to the musical and 
philosophical reader, I shall venture to give the 

entire 
« — ■ . . i <..,■■ 

Toura irsv im th a-a/Mar®' h toi; faa&z(nv, bv 3e TOE 

MEAE2IN AKTOIS in fu/xYifMra ruv f)9cav.—9c. t. oX.— 
p. 455. Ed. Duval. 
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entire problem, as I think it should be read, and 
to subjoin a translation. 

AIA TI TO UKug-ov fJLOvov rfi^ 6;^g; reav 
eda-QifjTCdv, (zui yuo eocv j dvsv Xoyig [jlbX@^, ofjLcag 
I'Xjti ifi^*\ oiXK i TO ^^ccfJLoc, ude r o(r[/.7j, ice 
%i;jifc©^, e%6/i — 1?, en ycivyjCiv ej(j^t fiovov-y »% ^1/ 
ij/o^©^ if^oLg Tcivet • roioLVTY} fiev yu^ koci rotg 
aikXgig VTroco^Si • ztvet yeto tcui to '/fi^f^^ T"^y 0^^^ * 
^aKkoL TVjg BTTOfJLBvrig Tca roiviref '^o(pea ultrdo^voizedoc 
x,ivri(rBcog* dvTTj Sb Ix^t of^oioTTjroc [roig ^^Btrivy lu 
re rotg pvGfjtoig koci bv tti rcav (pdoyyup tu^bi tcov 

O^BCOV KUt (iotOBUiV, (i'iC BV TV fJil^Bt * dXX 17 (rV[JL(pCt)VlCt 

1S7C 6%g< ^6©^.) Ev Jg TOig dxXoig ocl<rSyjTOig TiiTO 
m eg'iv, at OB Kivi/}(rBig dcvi'a.i txtoutct ycoct eicriv ' ui oe 
w^et^Big ^9^g CTif^ocoriu egi. [ProbL xxvii. o/Sec. 19.] 

Problem. 

" Why, of all that affects the senses, the 

" AUDIBLE only . has any expressimi of the 

" manners; (for melody, even without wordSy 

** has this effect — ) but colours, smells, and 

" tastes, 

^ The text here, in the Ed. of Duval, stands thus: — 
nmffiv 6x^1 fAovovHxi hv b ^0^®- — of which no sense can be 
made. The emendation appeared to me obvious and 
certain. 

* I insert — roi^ hka-iv — as plainly required by the 
sense of the passage, and fully warranted by Aristotle's 
repeated expressions of the same kind. — See above> 
p 70.— i found no other corrections necessary. 

G 2 
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" tastes, have no such propertjr Isjt J>e- 

^^ cause the audible alone affects us by motion f — 
^^ I do not mean that motion by whkh as mere 
^^ sound it acts upon the ear; for such motioD 
^ belongs equally to the objects of our other 
^^ senses ; — thus, colour acts by motion upon the 
^* organs of sight, &c. — But I mean another 
** motion which we perceive subsequent to that ; 
^^ and this motion bears a resemblance to human 
^^ manners, both in the rhythm, and in the 
" arrangement of sounds acute and grave : — not 
" in their mixture; for harmony has no ex- 
" pression ^ With the objects of our other 

** senses 

'/This passage is remarkable. It is exacdy die 
language of Rousseau — *' il n'y a aucun rapport 
*< entre Ac% accords^ & les objets qu'on veut peindre, ou 
'• Us passions qu*on veut exprlmerr [Diet, de Aius, art. 
IMITATION : see also die last paragraph of art. har- 
MONiB.] Thus, too. Lord Kaims: — ^^ Harmony, pro- 
^' perly so called» though delightful when in perfecdon, 
" hath NO RELATION to Sentiment J* [JE7. o/Crit. i. 128.) 
But how is this ? The same intervals are the materials 
both of melody and of harmony. These intervals have, 
each of them, their peculiar effect and character, and it% 
is by the proper choice of them in succession, and by that 
only, that melody^ considered abstractedly from rh}thm 
or measure, becomes expressive^ or has any *' relation to 
sentiment." Do these intervals, then, lose at once, as by 
magic, all their variety and striking diflFerence of 
character, as soon as they are heard in the simultaneous 
4 combinations 
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^y senses this is not the case. — —Now these 
** motions are analogous to the motion of human 
*' actions \ and those Tzc/iow^ are the index of the 



" mamitrsr 



In this problem, the philosopher plainly attri- 
butes the expremve power of musical sounds 
to then* succession — to their motion in measured 

melody. 



X 



combinations of harmony ? If this be the c^se, the vocal 
composer is at once relieved from all care of adapting 
the harmonies of his accompaniment to the expression 
of the sentiments conveyed in the words ; and it must 
be matter of perfect indifFerence whether, for example^ 
he uses the major or minor third — the perfect, or the 
false, fifth — the common chord, or the chord of the 

• diminished seventh^ &c. With respect to Rousseau, 

it is not easy to see how tliis assertion of his can be recon- 
ciled with what he has elsewhere said. In his letter 
Sur la Afusique Franpise^ he expressly allows that every 
interval, consonant or dissonant, ^' a son caractere par- 
** ticulier, c'est a dire, une nianiere d' affecter Vame qui 
" lui est propre." — And upon this depend entirely all 
the admirable observations he has there made, concein- 
ing the ill effects which a crowded harmony, and the 
*' remplissage^^ of chords, have upon musical expres- 
sion.— -In another article [accord] of his dictionary, 
this inconsistence is still more striking. One would not 
think it possible for the same writer, who in one place 
talks of intervals, " propres, par leur duretc, a exprimer 
" remportement^ la colere^ et les pas»*ons aigues" — 
and,- of — *■* une harmonie plaintive qui attendrit le 

^* c(EUr" rto assert in another part of the .same 

G 3 work, 
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melody. He also distinguishes the rhythmical^ 
from the melodious^ succession ; fw he says 
expressly, that this motion is " both in the 
*' rhijthm (or measure y) and in the order or 
" arrangement of sounds acute and orravc^ — But 
whence the effect of these motions ? He answers, 
from their analogy to the motions of human 

actions^ 

work, that " 11 n*y a aucun rapport entrc des 
** accords J et LES passions qu'on veot exprimtt" 

Had these writers contented themselves with saying, 
that harmony has much less relation to sentiment than 
mel idy, they would not have gone beyond the truth. 
Aiid the reason of this ditference in the effect of the 
sarrie intervals, in melody, and in harmonv, seems, plainly, 
this — ihai in melody, these intervals being formed by 
sncccssivc sourds^ have, of course, a much closer, and 
more obvious relation to the tones and inflexions by which 
sentimenis are expressed in speech^ than thev can have in 
harmony, where they are formed by sounds heard together. 

As to the assertion of Aris'otle, it seems only to 
furnish an additional proof that the antients did not 
practise anything like our counterpoint, or continued 
harmony in different parts. Where the utmost use of 
harmony seems to have been confined to unisons, 
octaves, fourths, and fifths — where at least no discords, 
(the most expressive materials of modern harmony,) 
were allowed — we cannot wonder that the ^^mixture^^ 
of sounds in consonance should be thought to have no 
relation to sentiment, and that all the power of Music 
over the passions, should be confinetl to melodious and 
rhythmical succession. 



On the Word Imitativey as applied to Music. 87 

actions ^, by which the mannersvand tempers of men 
are expressed in common life. With respect to 
the analogy of rhythmic movement to the various 
motions of men in actiort, this, indeed, is sulfi- 
ciently obvious. But Aristotle goes farther, and 
supposes that there is also such analogy in the 
mention of melody considered merely as a sue- 
cession of different tones^ without any regard to 

^time; — tv TE ruv (pioyyoov rx^et, ruv OHEXIN xott 

BAPEXIN. He plainly asserts, that this succession 
oitoneSy also, is analogous to the motion of human 
actions. Now it seems impossible to assign any 
human action to which a succession of sounds and 
intervals^ merely as such, has, or can have, any 
relation or similitude, except the action (if the 
expression is allowable,) of speakings which is 
siich a succession. T/'this be Aristptle s meaning — 
and I confess myself unable to discover any other 
— I do not see how we can avoid concluding, that 
he agreed so far with Plato, as to attribute part, 
at least, of the effect of Music upon the affections 
to the analogy betw^een melody and speech. 

This 

^ Tbe original is short, and rather obscure. It says, 
literally^ '^ these motions are practical motions :" ^^cxxtikcu 
il(rtv. But that I have given Aristotle's true meaning in 
Biy translation, is* evident from a clearer expression in 
Prob, xxix. which is a shorter solution of the same 
question. His expression there is — tavnontg utriv [sc. 61 
^v^ixoi KM ra fAiXn] aiUE? KAI Al IIPAHEIX. — 
'* Rhythm and melody are motions, as actions also flr#.'* 

» G4 
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This analogy is, indeed, a curious subject, and 
deserves, pierbaps, a more thorough examination 
and develapuient than it has yet received**. But 
I shall not irust myselt fartlier with a speculation 
so likely to ci aw me wide from the proper 
business of this dissertation, tlian just to observe, 
that the writers above-mentioned, who resolve all 
the pathetic expression of Music into this prin- 
ciple, though they assert more than it seems 
possible to prove, are yet mdch nearer to the 
truth than those, who altogether overlook, or 
reject, that principle ' ; a principle, of which, in- 
stances 

^ Much light has been flung upon this subject, as far 
as relates to speech, by Mr. Steele^ in his curious and in- 
genious essay On the Melody and Measure of Speech, But 
the object of his enquiry was Speech^ not Music. His 
purpose in tracing the resemblance between them, was 
only to shew that speech is capable of notation ; not to 
examine bow far the efl^ect of Music on the passions 
depends on that resemblance. — His notation is extremely 
ingenious; but with respect to his project of accom- 
panying the declamation of Tragedy by a drone bass, 
I must confess that^ for my own part, I cannot reflect 
without some comfort upon the improbability that it will 
ever be ^attempted. 

* After allowing that ** diflFerent passions and se^id* 
'* ments do indeed give different tones and accents to the 
*' human voice," Dr. £eattie asks—*' but can the tones 
•' of the most pathetic melody be said to bear a resem- 
^' Mance to the voice of a man or woman speaking from 

*< the 
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stances so frequent and so palpable are to be 
traced in the works of the best masters of vocal 
composition — ^in those of Purcell, for example^ 
of Handejl, and above all> of Pergolesi — 
that I have often wondered it should have been 

ne^ected 

* " ' 

" the impulse of passion?" I can only answer^ that to 
my ear, such a resemblance, in the '' most pathetic melodfy* 
\iy ofteriy even striking : and I have no doubt that in many 
passages we are affected froni a i^ore delicate and latent 
degree of that resemblance, sufficient to h^felt^ in its 
effect, though not to be perceived. — Dr. Beattie also asks 
— *' if there are not melancholy airs in the sharp key, 
" ^nd chearful ones in the flat f " — Undoubtedly, the 
peculiar and opposite characters of these keys, may be 
variously htodtfied and tempered by the movement, the 
accent, and the manner of ^ performance y in general : but 
they can never be destroyed \ much less can they- be 
changed, as Dr. Beattie supposes, to their very opposites. 
A chearful air in 2iflat key, I confess, I never heard. If 
Dr. Beattie thinks the jig in the fifth solo of Corclli 
chearfuly because the movement is allegro^ I would beg of 
him to try an experiment : let him only play the first 
bar of that jig, (with the bass,) upon a harpsichord, &c. 
in G major : and when he has attended to the effect of 
that, let him return to the minor key, and hear the 
difference. — As to " melancholy z\xs in a sharpkej" the* 
word melancholy is, I think, used with considerable latitude, 
and comprehends different shades. In the //^/4/^j/ of tliese 
shades, it may perhaps be applied to some airs in a major 
key : that key may, by slowness of movement, softness 
and smoothness of tone, &c. become solemn, tender, 

touching, 
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neglected by so exact a writer as Mr. Harris, 
though it lay directly in his way, and, in one 
place, he actually touched it as he passed^. He 
seems, here, to have deserted those antients whom, 
in general, he most delighted to follow. 

But 

touching, &c. — ^but I cannot say I recollect any air in 
that key which makes an impression that can properly be 
called melancholy. But we must be careful in this matter 
to allow for the magic of association, which no one better 
understands, or has described with more feeling and fancy, 

than Dr. Beattie himself. [Seep. 1 7 3, &c.]-^ With 

respect to *' a transition from the one key to the other" 
[from major to minor, &c.] " in the same air, without any 
** sensible change in the expression,'* I must also confess 
that it is, to me, totally unknown. — One word more : — 
Dr. Beattie is " at a loss to conceive how it should 
** happen, that a musician overwhelmed with sorrow, for 
^* example, should put together a series of notes, whose 
'' expression is contrary to that of another series which 
" he had put together when elevated with joy." [p. 180.] 
— But is not Dr. Beattie equally at a loss to conceive 
how it should happen that any man overwhelmed with 
sorrow, should put together, in speaking, (as he certainly 
does) a series of tones, whose expression is contrary to 
that of another stv\^^ which he had put together when 
elevated Wiihjoy? — The two facts are equally certain, 
and, even at the first view, so nearly allied, that whoever 
can account for the one, need not, I am persuaded, be 
at the trouble of trying to account separafely for the 
other. 



Ch, ii. § 2. — ^particularly note '. 
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But to return to Aristotle, and his treatise on 
Poetry : — the reader will observe that he docs 
not there assert in general terms, that ^' Music 
" is an Imitative Art^ but only, that the Music 
" of the fiat e and the lyre'' is imitative; and 
even that, not always, but ^^ for the most part^ T 
I just mention this, because I have observed 
in many of the commentators, as well as in 
other writers, a disposition to extend and gene- 
ralize his assertions, by which they have some- 
times involved the subject and themselves in 
unnecessary difficulties. ' n 

With respect to modern writers, at least, there 
seems to be a manifest impropriety in denomi- 
nating Music an Imitative Art, while they con- 
fine the application of the term Imitative to what 
they confess to be the slightest and least important 
of all its powers. In this view, consistence and 
propriety are, certainly, on the side of Dr. Beattie, 
M hen he would " strike Music off the list of 
Imitative Arts"^'' But perhaps even a farther 
reform may justly be considered as wanting, in 
our language upon this subject. With what- 
ever propriety, and however naturally and ob- 
viously, the arts both of Music, and of Poetry, 
may be, separately, and occasionally, regarded 
and spoken of as imitative^ yet, when we arrange 

y and 

' — rnc a^X)rnm]( H IIAEIZTH Km w^<rixn$. 
" Page 129. 
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and doss the arts, it seems desirable that a 
clearer language were adopted. The notion, that 
Painting, Poetry and Music" are all Arts of 
Imitation^ certainly tends to produce, and has 
produced, much confusion. That they all, in 
wme sense of the word, or other^ imitate, cannot 
be denied; but the senses of the wofd when 
applied to Poetry, or Music, are so different 
both from each other, and from that in which it 
is applied to Painting, Sculpture, and the arts 
of design in general — the only arts that are 
^boiously and essentially imitative — that when 

' we 
^ , — 

■ What shall we say to those who add Archi- 
tecture to the list of Imitative Arts ? — One would 
not expect to find so absurd a notion adopted by so clear 
and philosophical a writer as M. d'Alembert Yet in 
his Discours Prel. de PEnclyclop. he not only makes 
Architecture an imitative art, but even classes it with 
painting and sculpture. He allows, indeed, that the imi- 
tation '* de la belle nature^ y est moins frappante & plus , 
" resserree que dans les deux autresr arts : " — ^but how is 
it any imitation at all ? — only because it imitates *^ par 
'' I'assemblage et I'union des diiFerens corps qu'elle 
*' cmploie" — what? — ^* P arrangement symmetrise que 
<< la nature observe plus ou moins sensiblement dans 
" chaque individu, &c.'* [MeL de lit. i. 63.] I can only 
say, that, upon this principle, the joiner^ the smith, and 
the mechanic of almost everv kind, have a fair claim to 
be elevated to the rank of Imitative Artists : for if a* 
regular building be an imitation of " la belle nature^^ so is 
a chair, a table, or a pair of fire-tongs. 
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we include them all, without distinction, under 
the same general denomination of Imitative 
ArtSj we seem to defeat the only useful purpose 
of all classing and arrangement ; and, instead 
of producing order and method in our ideas, 
produce only embarrassment and confusion. 
[See Diss. I. p. 3, 4.] 
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PARTI. 

4SENERAL AND COMPARATIVE VIEW OF 
POETRY AND ITS PRINCIPAL SPECIES. 



INTRODUCTION. 

\/fy design is to treat of Poetrt in general, Dssxov, 
-*-^-*^ and of its several species — to inquire, what 
is the proper effect of each — ^^what constraction 
of fi fable, or platij is essential to a good Poem — 
of what, and how many, parts, each species 
consists ; with whatever else belongs to the same 
subject : which I shall consider in the order that 
most naturally presents itself. 

I. 

Epic Poetry, Tragedy, Comedy, Dithyrambics, Tottf^m 
OS also, for the most part, the Music of the flute, Imitation. 
and of the lyre — all these are, in the most general 
view of tliem, imitations'; differing, however, 
from each other in three respect3, according to 
the different means, the different objects, or the 
different maimer, of their imitation. 

' The application of this term to Poetry, in general, 
is considered in Dissertation I. — to Mmic, in Diss. II. — - 
to Dithyrambic Poetry, in note i. 

H3 
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IL 

Diferent For, as men, some through art, and som^ 

MEANS ' ^ . " 

of. through habit, imitate vanous objects, by meang 
oi colour and Jigure^ and others, again, by voice^i 
so, with respect to the arts above-mentioned, 
rkytkm^ words^ and melody ^ are the diflferent meam 
by which, either single, or variously combined, 
they all produce their imitation. 

For example : in the imitations of the flute, and 
the lyre, and, of any other instruments capable of 
producing a similar efiect — as the syrinx^ or 
-pxpe-r-melody and rhythm only are employed, 
In those of Dance, rhythm alone, without melody; 
for there are dancers who, by rhythm applied to 
gesture ', express mianners, passions, and actions. 

The Epopoeia imitates by xvords alotte, or by 
verse^; and that verse may either be composed 
of various metres, or confined, according to the 

practice 

* Vocal mimicry ; imitation by tone of voice merely : 
Sec Diss. I. towar4s the end, Note ^.— And "note 2, 
on this passage. 

^ The expression seems inaccurate ; for rt is by their 
gestures that they express ^ or imitate ;— not by the rhythm^ 
or measured motion^ of those gestures.-r-See note 4, 
where I have endeavoured to account for Aristotle's 
expressing himself thus. 

♦ i.e. by wor^j only, without melody and rhythm ; or, 
at most, with no other rhythm than is implied in the idea 
of mefre : — without rhythm in its musical acceptation of 
time. See kote 5. - 
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practice hitherto established, to a single species. 
For we should, otherwise, have no general rnmQ 
which would comprehend the Mimes of Sophron 
and Xi:narchus, and the Sopratic dialogues ; 
or Poems in Iambic, Elegiac, or other metres, in 
wlhich the Epic species of imitation may be con«- 
veyedr Custom, indeed, connecting ih^ poetry ox 
making with the m^ire, has denominated some 
Elegiac Poets, i.e. makers^ of elegiac verse; 
others. Epic Poets ; i. e. makers of- hcrameter 
foerse; thus distinguishing Poets, not according to 
the nature of their imitation, but according to 
that of their metre only. For even they, who 
compose treatises of medicine, or natural phi- 
losophy, in verse, are denominated Poets: yet 
Homer and Empedocles have nothing in com- 
mon, except their metre ; the former, therefore, 

justly 

? It may be necessary to observe, tli;at the Greek 
word, {'sjotrrmi — poietes) whence poeta,znd poet, is, literally, 
wiaker-y and maker, it is well known, was once the 
current term for poet in our language ; and to write verses, 
was, to make. Sir Philip Sidney, speaking of the Greek 
word, says— r:** wherein, I knovv not whether by luck 
f< or wisdom, we Englishmen have, met with the Greeks^ 
♦' in calling him Makers Defense of Poesj. 

r 

So Spenser \ 

The god pf shepherds, Tityrus^ is dead, 
Who taught me, homely, as 1 can, to maki. 

Shep. QaL l\2H&. 

H4 
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juslly merits the name of Poet ; while the other 
should Father be called a Physiologist than a 
Poet. 

So^ also, though any one should chuse to convey 
his imitation in every kind of metr^ promiscuously^ 
as Chjeremon has done in his Centaury which 
is a medley of all sorts of verse, it would not im- 
mediately follow, that, on that account merely, he 
was entitled to the name of Poet — But of this, 
•enough.-r-. 

There are, again, other species of Poetry which 
make use of all the meam of imitation, rhythm^ 
melody^ and *oerse. Such are, the Dithyrambic, 
that of Nomesj Tragedy ^ and Comedy : with this 
difference, however, that in some of these ^ they, 
are employed all together y in others, separately* 
And such are the differences of tiiese arts with 
respect to the means by which they imitate. 

III. 
Different gut, as the objects of imitation are the actions 

OBJECTS ^ . 

of of men. and these men must of necessity be either 

good 

* In Dithyrambic, or Bacchic hymns, and in the 
Nomesj which were also a species of hymns, to Apollo, 
and other deities, all the means of imitation were em* 
ployed together, and throughout : inTragedy and Comedy, 
separately i some of them in one part of the drama, and 
some in another. (See Part IL 5^^M.) In^the choral 
part, however, at least, if no where else, ally melody, 
rhythm and words, must probably have been used «/ ince, 
as in the hymns. 
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good or bad^ (for on tius doescliaracter principally 
depend; the manners being, in all men, most 
strongly marked by virtue and vice,) it follows, 
that we can only represent men, either as better 
than they actually are, or worse, or exactly o^ they 
are : just as, in Painting, the pictures of Polyg^ 
notus were above the common level of nature; 
those of Pauson, below it; those of IHonysiuSj 
faithful likenesses. 

Now it is evident that eadi of the imitations 
above-mentioned will admit of these differences, 
and become a different kind of imitation, as. it 
imitates objects that differ in this respect. This) 
may be the case with Dancing ; with the Music 
of the flute, and of the lyre ; and, also, with the 
Poetry which employs words, or verse only, with- 
out melodif, or rhythm : thus, Homer has drawn 
men superior to, what they are^; Ckophon, as 
they are; Hegemon the Thasian, the inventor of 

parodies, 

^ Superior, that is, in courage, strength, wisdom, 
prudence, &c.— -in any laudable, useful, or admirable 
quality, whether such as we denominate moral, or not. 
If superiority of moral character only were meant, the 
assertion would be false. — It is necessary to remember 
here^ the wide sense in which the antients used the terms 
virtue, vice — good^ bad,&cc. See note 19. — The difFc- 
rence between moral, znd poetical, perfection of character, 
is well explained by Dn Beattie, Essay on Poetry, &c. 
Part I. ch. 4.— -The heroes of Homer, as he well observes, 
-are ^ finer animals^* than we arc; (p. 69.) noi better mm. 
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parodies, and NicochareSy the author of tiie 
Deliadf worse than they are, 

Soy again, with respect to Dithyrambic9y and 
Names: in these, too, the imitation naay be »s 
di&rent as that of the Persians, by Timothem^ 
and the Cyclops, by Philoxenus, 

Tragedy, also, and Comedy, are distinguished 
in the same manner ; the aim of Comedy being, 
to exhibit men worse than we find them, that of 
Tragedy, better^ 

IV, 

Different There remains the third difference — that of the 
of** manner in which each of these objects may be 
imitated. For the Poet, imitating the same object, 
and by the same means, may do it either in 
NARRATION — and that, again, either personating 
other characters, as Homer does, or, in his own 
person throughout, without change :— or, he may 
imitate by representing all his characters as real, 
and employed in the very action itself 

These, then, are the three differences by which, 
as I said in the beginning, all imitation is dis-* 
tinguished j those of the means, the object, aqd 
the manner : so that Sophocles is, in one respect, 
an imitator of the same kind with Homer, as 

I elevated characters are the objects of both ; in 

another res pect, of the same kind with Aristcphams, 
as both imitate in the way oi action; wher^c^, 
according to some, the application of the term 

jyraim 
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JDrama [i. e, actionl to such. Poems. Upon tbia i>«ABfA. 

, , , Digression 

it is that the Dorians ground their claim to the concerning 
invention both of Tragedy and Comedy, For national 
Comedy is claimed by the Megarians *; both by invention, 
those of Greece, who contend that it took its 
rise in their popular government ; and by those 
of Sicily, among whom the poet Epicharmus 
flourished lo^g before Chionide^ and Magncs: 
pud Tragedy, also, is claimed by some of the 

. Dorie^ns of Peloponnesus.— In support of these 
claims they argue from the words themselves. 
They allege, that the Doric word for a village is* 

jpojME, the -^ttic, pEMOSj and \kid.\ Comedians 
were so called, not from Comazein — to r^v^l — 
but from tbeir strolling about the Comai, or 
villages^, before they wefe tolerated ip the city. 
They say, farther, that, to do, or aqfy they express 
by the wor^ r>RAN ; the Athenians by prattein. 

And thus much as to the differences of imi- 
tetiop— how manjfj and what^ they arp. 

V. 

Poetry, in general, seems to have derived its ORicm 
origin from two causes, each of them natural. pj^ry. 

!• To IMITATE is iuslinctivc ih man from his 
infjancy. By this he is distinguished from other 
animals, that he is, of all, the most imitative, and 

through 

^ Who wer^ all of jDoric origin. 

* A derivation very honourable to itinerant filaycra* 
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through this instinct receives his earliest edu- 
cation *• All men, likewise, naturally receive 
pleasure iirom imitation. This is evid^at from 
irhat we experience in viewing the works of imi- 
tative art ; for in them, we contemplate with plea- 
sure, and with the more pleasure, the more exactly 
they are imitated, such objects as, if real, wc 
could not see without pain ; as, the figures of 
the meanest and most disgusting animals, dead 
bodies, and the like. And the reason^ of this is, 
that to /eon?, is a natural pleasure, not confined 
to philosophers, but common to all men ; with 
this difference only, that the multitude partake of 
it in a more transient and compendious manner. 
Henfce the pleasure they receive from a picture : 
in viewing it they IcarrC^ they infer ^ they discover^ 
what every object is : that this, for instance, is 
such a particular man, &c. For if we suppose 
the object represented to be something which the 
spectator had never seen, his pleasure, in that 
case, will not arise from the imitation^ but firom 
the workmanship, the colours, or. some such, 
cause. 

Imitation, then, being thus natural to us, and, 
7ndlify MELODY and rh YTHMf being also natural, 

(for 

* See Dr. Beattie's Ess^y on Poetry, &c. Part l,c/i, 6. 

■ This is explained in note 22. 

t " Rhythm differs from metre, in as niuch as 

'' RHYTHM \s proportion^ applied to any motion whatever \ 

2 " METRS 



\ 
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(for as to metre^ it is plainly a species of rhythm,) 
those persons, in whom, originally, these pro- 
pensities were the strongest, were naturally led 
to rude and extemporaneous attempts, which, 
gradually improved, gave birth to Poetry. 

vr. 

But this Poetry, following the different cha- i^s dtviiTwii 

meters of its authors, naturally divided itself into kini5«— 

two different kinds. They who were of a grave sEmovs 

and lofty spirit, chose, for their imitation, the ludicrous. 
actions and the adventures of defeated characters : 

« 

while Poets of a lighter turn, represented those 
of the vitious and contemptible. And these com- 
posed, ori^nally. Satires; as the former did 
Hymns and Encomia. 

' Of the lighter kind, we have no Poem anterior 
to the time of Homer, though niany such, in all 
probability, there were ; but, Jrom his time, we 

have; 



*' METRE IS proportion^ applied to the motion of words 
'^^ SPOKEN. Thus, in the •drumming of a march, or 
" the daqcing of a hornpipe, there Is rhythmy though no 
** metre; in DrydefC% celebrated Ode there is metre as 
*^ wellas RHYTHM, because the Poet with the rhythm has 
'^ associated certain words. And hence it follows, that, 

" though ALL METRE IS RHYTHM, yet ALL RHYTHM 

'' is NOT METRE." Harrises PhiloL Inquiries, p. ^'j,-^ 
where it is also observed, very truly, that " no English 
'' word expresses rhythmus better than the word, time** 
P. 69. note. 



$ lb General and comparative Vieijt) rf [p Alt* t, 

have ; as, his Mar git es^ and others of the same 
species, in which the Iambic was introduced as 
the most proper measure ; and hence, indeed, the 
name of Iambic^ because it was the measure iii 
which tliey used to iambize, [i. e* to satirize^ 
each other. 

And thus these old Poets were divided into two 
classes — those who used the heroic^, vsiA those 
who used the iambic ^ verse. 

Atid as, in the seriouskm^^ Homeu alone may 
be said to deserve the name of Poet, ngt only 
oq account of his other excellences, but also 
of the dramatic^ spirit of his imitations; so was 
he likewise the first who suggested the idea of 
Comedy y by substituting ridicule for invective^ 
and giving that ridicule a dramatic cast : for his 
Margites bears the same analogy to Comedy, 
as his Iliad and Odyssey to Tragedy. — But 
when Tragedy and Comedy, had once made their 
appearance, succeeding Poets, according to the 
turn of their genius, attached themselves to the 
one, or the other, of these new species : the 
lighter sort, instead of lambicj became Comic 
Poets ; the graver, Tragic^ instead of Heroic : 
and that, on account of the superior dignity and 
higher estimation of these latter /br/w^ of Poetry. 

Whether 



^^i 



^ i. e. hexameters, composed of dactyls and spondees^ 
which were called knroic feet* 

^ See Part III. Sect. 3. 
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Whether Tragedy has now, with respect to its 
<ionstituent parts ^ received the utmost improve* 
ment of which it is capable, considered both in 
itselfy and relatively to the theatre^ is a question 
that belongs not to this place. 

VII. 

Both Tragedy, then, and Comedy, having ori-t ^r«>«^m» 
ginated in a rude and unpremeditated manner—^ t«aoeot. 
the first from the Dithyrariibic hymns, the other 
from those Phallic songs^^ which, in many cities, 
remain still in use — each advanced gradually 
tbwards perfection, by such successive improve- 
ments as were most obvious. 

Tragedy, after various changes, reposed at 
length in the completion of its proper form. 
JEscHYLUS first added a second actor ^; he alsa 

abridged 

^ i.e. the fable, the manners, the sentiments, &c.-— 
See Part II: Sect. 2, 

* Of the licentious and obscene religious ceremony 
here alluded to, the reader, who has ai^y curiosity about 
it, may find some account in Potter's Antiquities of 
Greece, vol, i, p. 2li$' 

^ The first who introduced a single actor, or speaker^ 
between those choral songs which originally, we are told, 
formed the whole of Tragedy y i.e. according to the most 
usual derivation of the word, the goat^singitigj was 
Thespb, whom Aristotle passes over in silence. The 
story so often told, of him and his theatrical waggon. It 

cannot 
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•bridg^ the chorcs, and made the dialogue the 
prindpal part of Tragedy. Sophocles increased 
the number of actors to three, and added the 
decoration of painted scenery. It was also late 
before Tragedy threw aside the short and simple 
fable, and ludicrous language^ of its satyric ori- 
^nal, and attained its proper magnitude and 
dignity. The Iambic measure was then first 
adopted : for, originally, the Trochaic tetrameter 
was made use of, as better suited to the satyric^ 

and 

cannot be necessary to repeat. — By introducing a second 
actor, ^schylus, in fact, introduced the dialogue y though 
it seems probable that the single speaker of Thespis told 
his tale, in part, at least, dramatically. See Brumofs Disc, 
iitr rOrig. de la Trag. Sect. iii. — Theatre des Grecs^ 
T9me u 



• Satyric f from the share which those fantastic beings 
called Satyrs f the companions and play-fellows of Bacchus^ 
had in the earliest Tragedy, of which they formed the 
chorus, yoking, and dancing, were essential attributes of 
these rustic semi*deities. Hence, the ^^ ludicrous language,* 
and the " dancing genius " of the old Tragedy, to which 
the TROCHAIC or running metre here spoken of was 
peculiarly adapted ; being no other than this : 

*' Jolly mortals, fill your glasses, noble deeds are done 
by wine." 

The reader will not confound satyric widi satiric ; nor 
die Greek satyric drama, v(^ith the satire of Roman origin. 
See Harrises PAiL Arramg. p. 460. mte. Or, Dacier's 
Preface to Horace*s Satires. The two words are of 
differeai derivations 
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.and saltaitorial geiiius of the Poem at that 
time; but when the dialogue was formed, nature 
itself pointed out the proper metre. For the 
iambic is, of all metres, the most colloquial ; as 
appears evidently from this fact, that our com- 
mon conversation frequently falls into iambic 
verse; seldom into hexameter y and only when 
we depart from the usual melody of speech. — 
Episodes were, also, multiplied, and every other 
part of the drama successively improved and 
polished. 

But of this enough : to enter into a minute 
detail would, perhaps, be a task of some length. 

VIII. 

Comedy, as was said before, is an imitation Object 
of bad characters; bad, not with respect to Progress 
every sort of vice, but to the rfdiculous combdy. 
only, as being a species of turpitude or deformity ; 
since it may be defined to h^^-^. fault or de- 
formity of such a sort as is neither painful nor 
destructive. A ridiculous face, for example, is 
something u^y and distorted, but not so as tp 
cause pain. 

The successive improvements of Tragedy, and 
the respective autliors of them, have not escaped 
our knowledge; but those of Comedy, from the 
little attention that was paid to it in its origin, 
remain in obscurity. For it was not till late, that 

V o L. I. I , Comedy 
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Comedy was authorized by the magistrate, and 
carried on at the public expence : it was/ at first, 
a private and voluntary exhibition. From the 
time, indeed, when it began to acquire some de- 
cree of form, its Poets have been recorded ; but 
who first introduced masks, or prologues, or aug- 
mented the number of actors — these, and other 
particulars of the same kind, are unknown. 

Epicharmus and Phormis were the first who 
invented comic fables. This improvement, there- 
fore, is of Sicilian origin. But, of Athenian 
Poets, Crates was tlie first who abandoned the 
Iambic ' form of comedy, and made use of in- 
vented and general stories, or fables. 

IX. 

EFtc Epic Poetry agrees so far with Tragic, as it is 

Tragic an imitation of great characters and actions^ by 
COMPARED, means of words k but in this it differs, that it 
makes use of only one kind of metre throughout; 
and that it is narrative. It also differs in length : 
for Tragedy endeavours, as far as possible, to 
confine its action within the limits of a single 
revolution of tlie sun, or nearly so; but the time 

of 



• Iambic, u e. satirical, and personally so, like die old 
Iambi, invectives, or lampoons, of which Aristotle speaks 
above, Sect, 6. and from wliich the Iambic metre, which 
is not here alluded to, took its name. 

7 
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of Epic actum is indefinite. This, however, at 
first, was equally the case with Tragedy itself. 

Of their constituent parts^ some are common 
to both, some peculiar to Tragedy. He, there- 
fore, who is a judge of the beauties and defects 
of Tragedy, is, of course, equally a judge with 
respect to those 'of Epic Poetry: for all the 
parts of the Epic poem are to be found in 
Tragedy ; not all those of Tragedy, in the Epic 
poem. 



I2 



t it6 ] 



DiFiNi- i\T? the species of Poetry which imitates i*^ 



PART II. 

OF TRAGEDY. 
I. 

I 

Tragedy. ^^ hexameterSy and of Comedy y we shall spea 
hereafter. Let us now consider Tragedy r 
collecting, first, from what has been already said, 
its true and essential definition. 

. Tragedy, then, is an imitation of some action 
that is important J entire^ and of a proper magni' 
tude — by language^ embellished and rendered 
pleasurable^ but by different means in different 
parts — in the way, not of narration^ but of 
«c//aw— effecting through pity and terror, the 
correction and refinement of such passions. 

By pleasurablp language^ I mean a language 
that has the embellishments of rhythm, melody, 
and metre. And I add, by different means in 
different parts^ because in §ome parts metre alone 
is employed, in others, melody. 



II. 

Deduction Now as Tragedy imitates by actings the 
•TiTUENT DECORATION*, in the first place, must neces- 



sarily 



* Decoration — ^literally, the decoration of the spectacle^ 
or sighu In other places it is called the spectacle^ 

or 
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sarily be o;?^ of its parts: then the Melqpceia, 
(or Music V) and the diction; for these last 
include the means of tragic imitation. By diction^ ' 
I mean the metrical composition f . The meaning 
of Melopoeia is obvious to every one. 

Again— Tragedy being an imitation of an 
action, and the persons employed in that actioQ 
being necessarily characterized by their mannelrs 
and their sentiments^ since it is from th^se that 
actions themselves derive their character, it 
follows, that there must also be, manners, and 
SENTIMENTS, as the two causes of actions, and, 
consequently, of the happiness, or unhappiness, 
of all men. The imitation of the action i& the 
fable: for hy fable I now mean the contexture 
of incidentSy or the plot. By manners, I mean, 

whatever 

I- • II .1,1., . I .. - ,., Ill ■ I » 

or sigit only— o4'/^ It comprehends scenery, dresses--^^ 
the whole visible apparatus of the theatre. I do not 
know any single English word, that answers fully to the ^ 
Greek word. ^r^ 

, — ; ' — ; «nts 

* Melopoeia — literally, the makingy or the composite 
of tie Music, as we use Epopceia, or according to 
French termination, which we have naturalized, -Efo^ 
to signify epic poetry, ox epic-makings in general. — I migr^ 
have rendered it, at once, the music; but that it woulr^ 
haye appeared ridiculous to observe, of a v«ord so familiar^ 
to US, even that *' its meaning is obvious.^* ^ 

t Not the versification^ but merely the metrica,! 
txpression — the language of the verse. This si plain from 
the clearer definidon, p. 121. 

13 
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whatever marks the characters of the persons. 
By sentiments^ whatever they say^ whether 
prtroing any thing, or deUvering a general senth 
menty &c.* 

Hence, all Tragedy must necessarily contain 
sh^ partB, which, together, constitute its peculiar 
dmracter, or ^2/a//V^ ; fable, manners, dic- 
tion, SENTIMENTS, DECORATION, and MUSIC. 

Of these parts, two relate to" the meanSy one to 
the manner J and three to the object y of imitation *. 
Andi these are all. These specific parts^y if we 
may so call them, have been employed by most 
Poets, and are all to b^ found in [almost] every 
Tragedy. 

IIL 

^- But of all these parto the most important is 

^^ the combination of incident Sy or, the fable. 

^Because Tragedy is an imitation, not of men, 

but of actions^ — of life, of happiness and un- 

*^ happiness : 

^ryu ^ 

^VK* For a fuller account of this part of Tragedy, see 

^J^ t. 22. 

l^ r Afusicy and diction y to the means ^ which are wordsy 

lelodyy and rhythm : decoration, to the manner of imita- 

• jjg— -i. c. by representation and action : fable y manner Sy 

and sentiments, to the objects of imitation — i. e. meny and 

•its coil- / jjjgir actions, characters, occ. 

'll^r^ ' i. c. such as are essential to Tragedy, and, together, 
constitute its species. 

♦ Sec the Diss. On the Provinces of the Dramay ch, i. 
£Dr. Kurd's Hor. vol. ii.] 
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happiness : for happiness consists in action, and \^. 
the supreme good itself, the very end of life, is 
actkn of a certain kind ^ — not quality. Now the '' 
manners of men constitute only their qtmlity or 
characters ; but it is by their actions that they ; 
are happy ^ or the contrary. Tragedy, therefore, 
does not iniitate action, for the sake of imitating 
manners, but in the imitation of action, that of 
manners is of course involved. So that the tiction ' 
and the fabk are the end of Tragedy ; and in 
every thing the end is of principal importance. 

Again — Tragedy cannot subsist without action ;' 
without manners it may : the Tragedies of mo3t 
modern Poets have this defect; a defect commoo^ 
indeed, among Poets in general. As among 
Painters also, this is the case with Zeuxis, com- 
pared with PoLYGNOTUS : the latter excels in 
the expression of the manners ; there is no such 
expression in the pictures of Zi|:uxjs. 

Farther — suppose any one to stnng together a 
number of speeches in which the manners are 
strongly marked, the language and the sentiments 
well turned ; this will not be sufficient to produce 
the proper effect of Tragedy : that end will mueb 

rather 

' i. e. virtuous action. — The doctrine of AristotTei 
was, that the greatest happiness^ the sufnmum bonum or end 
of life, consisted in virtuous energies and actions ; not in 
virtue, considered merely as an internal habit, dipositioii, 
or fuality, of mind* 

14 
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rather be ansivered by a piece, defective io 
each of those particulars^ but furnished with 
a proper fable and contexture of incidents. 
J (it as in painting, the most brilliant colours^ 
spread at random and without design, will give 
far less pleasure than the simplest outline of a 
figure. 

Add to this, that those parts of Tragedy, by 
means of which it becomes most interesting and 
affecting, are parts of thejable; I mean, rccolu-- 
timsy and discoveries^. 

As a farther proof, adventurers in Tragic 
wjritbg are sooner able to arrive at excellence in 
l^ the language, and the manners, than in the con- 
struction of a plot ; as appears from almost all 
our earlier Poets. 

The fable, then, is the principal part, the smlj 
as it were, of Tragedy; and the manners are 
next in rank : Tragedy being an imitation of an 
action^ and through that, principally, of the 
agents. 
L In the third place stand the sentiments. 
To this part it belongs, to say such things as are 
true and proper \ which, in the dialogue, depends 
on the Folitical'^ axid Rhetorical arts: forj the 

antients 

• These are explaineci afterwards, Sect^ 9. 

' The reader, here, must not thiok of our modem 
politics. r-^The foliticaly or civil art, or science, was, in 

Aristotle's 
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antients made their characters speak in the style 
of political and popular eloquence ; but now, the 
rhetorical manner prevails. 

The manners are, Avhatever manifests the d&- 
position of the speaker. There are speeches, 
therefore, which are without manners, or cha- 
racter ; as not containing any thing by which the 
propensities or aversions of the person who de- 
livers them can be known. The sentiments com- 
prehend whatever is said; whether proving any 
thing, affirmatively, or negatively, or expressing 
some general refiectionj &c. 

Fourthy in order, is the diction ; that is, as 
I have already said, the expression of the senti- 
ments by words ; the power and effect of which 
is the same, whether in verse or prose. 

Of the remaining two parts, the music stands 
next; of all the pleasurable accompaniments 
tod embellishments of Tragedy, the 'most de- 
lightfbl. 

The DECORATION has, also, a great effect, 
but, of all the parts, is most foreign to the 
art For the power of Tragedy is felt without 
representation, and actors; and the beauty 

of 

Aristotle's view, of wide extent, and high importance. 
It comprehended iMcs and eloquence^ or the art of public 
speaking ; every^ thing, in short, diat concerned the well- 
being of a state. — See note 57. 
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of the decorations depends more on the art of 
the mechanic^ than on that of the Poet*. 

IV. 
Of the These things being thus adjusted, let us go on 
[to to examine in what manner the fable should be 
constructed ; since this is the firsts and most im- 
portant part of Tragedy. 

Now we have defined Tragedy to be an 
imitation of an action that is complete and 
entire; and that has also a certain magnitude; 
for a thing may be entire^ and a whoky and yet 
not be of any magnitude ^ 
It shooid I ^ By entire. I mean that which has a ie- 

be a •' ' 

FBBFECT^ girmingy a middle^ and an end. A beginnings is 
that which does not, necessarily, suppose any 
thing before it, but which requires something to 
follow, it. An endy on the contrary, is that which 
supposes something to precede it, either neces* 
sarily, or probably ; but which nothing is required 
to follow. A middley is that which both supposes 
something to precede, and requires something to 
follow. The Poet, therefore, who would con- 
struct 

' The reader will find a useful comment on diis, and 
the two preceding sections, in the Philolog. Inquiries^ 
Part II. ch. vs. viii. ix. xi. 

• i. e.— not be large. — Magnitude is here used in itt 
.proper and relative sense, of greatness; and with refe- 
rence to some standard. 
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Struct his fable properly, is not at liberty to 
begin, or end, where he pleases, but must con- 
form to these definitions. 

2. Again : whatever is beautiful, whether it — ^d of 

, . a certain 

be an animal, or any other thing composed of Maghi- 



different parts, must not only have those parts 
arranged in a certain manner, but must also be 
of a certain magnitude \ for beauty consists in 
magnitude and order. Hence it is that no very 
minute animal can be beautiful ; the eye compre- 
hends the whole too instantaneously to distinguish 
and compare the parts : — neither, on the con- 
trary, can one of a prodigious size be beautiful ; 
because, as all its parts cannot be seen at once, 
the whole^ the unity^ of object, is lost to ih q/ 
spectator; as it would be, for example, if he 
were surveying an animal of many miles in 
length. As, therefore, in animals, and other 
objects, a certain magnitude is requisite, but that 
magnitude must be such as to present a whole 
tadly comprehended by the eye ; so, in the fable, a 
' certain length is requisite, but that length must be 

such 

* The unity here spoken of, it must be remembered, 
is not absolute and simple, but relative and compound, 
unity ; a unity consisting of different parts, the relation 
of which to each other, and to the whole, is easily per- 
ceived at one view. On this depends the perception of 
beauty in form, — In objects too extended, you may be 
said to h2ivt parts, but no whle : in Very minute objects 
SL whole, hut no parts. 



TUOS. 
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sOch as to present a whole easily comprehended by 
the mermry. 

With respect to the measure of this length — if 
referred to actual representation in the dramatic 
contests, it is a matter foreign to the art itself: 
for if a hundred Tragedies were to be exhibited 
in concurrence, the length of each performance 
must be regulated by the hour-glass ; a practice 
of which, it is said, there have formerly Been 
instances. But, if we determine this measure by 
the nature of the thing itself, the more extensive 
the fable, consistently with the clear and easy 
comprehension of the whole^ the more beauti- 
ful will it be, with respect to magnitude. In 
general, we may say, that an action is sufficiently 
extended, when it is long enough to admit of 
a change of fortune, from happy to unhappy, 
or the reverse, brought about by a succes- 
sion, necessary or probable, of well-connected 
incidents. 



Unity 

the Fable. 



V. 

A fable is not one^ as some conceive it to be, 
merely because the hero of it is one. For num- 
berless events happen to one man, many of which 
are such as cannot be connected into one event: 
and so, likewise, there are many actions of one 
man which cannot be connected into any oneactioii.^ 
Hence appears the mistake of all those Poets 
who have composed Herculeids, Theseids, 

and 
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and other Poems of that kind. They conclude 
that because Herciiks was one, so also must be 
thie fable of which he is the subject. But Homer, 
among his many other excellences, seems also to 
jhave been perfectly aware of this mistake, either 
from art or genius. For when he composed his 
OdYssey, he did not introduce all the events of 
his hero's life, — such, for instance, as the wound 
he received upon Parnassus * — his feigned mad- 
ness' when the Grecian army was assembling, 
&c. — events, not connected, either by necessary 
or probable consequence^ with each other; but 
he comprehended those only which have relation <^ 
to one action ; for such we call that of the 
Odyssey. — And in the same ipanner he composed^ 

his Iliad\ 

As, 

f 

* TAis incident is, however, related, and at consider- 
able length, in the xixth book of the Odyssey, (v. 563 of 
Pope's translation) but digressively, and incidentally; it 
made no essential part of his general plan, — See Sect. 17. 

^ A ridiculous story. — " To avoid going to the Trojan 
'* war, Ulysses pretended to be mad f and, to prove his - 
** insanity, went to plough with an ox and a /lorse ; but 
** Palamedes, in order to detect him, laid his infant son, 
** Telemachbs, in the way of the plough; upon whicih 
"Ulysses immediately stopped, and thereby proved 
** himself to be in his right scnses.^^'^Hyginus, &c.) 

♦ Or, according to a diflferent, and perhaps preferable, 
reading, thus : — '^ but he planned his Odyssey, as he also 
" did his Iliady upon an action that is one in the sense 
^* here explained.'* — See the note. 
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As, therefore, in other mioietic arts, one imita-* 
\ tion' is an imitation of (me thmg, so here, the 

fitble, being an imitation of an action, should be 
''"^ an imitatioo of an action that is one^ and entire ; 

the parts of it being so connected, that if any 
one of them be either transposed or taken away, 
the ivhole will be destroyed, or changed : - for 
whatever may be either retained, or omitted, 
without making any sensible difference, is not, 
properly, a part \ 

VI. It 



' i. e. one imitative work. Thus one picture reprc* 
sents^ or should represent, but one thing ; — a single object^ 
or a single action, &c. So, every Poem^ (the Orlando 
Furioso as much as the Iliad,) is one imitation — om 
imitative work, and should imitate one action, in Aristode's 
sense of unity, like the Poems of Homer ; not a number 
of actions uncbnnected witli each other, or connected 
merely by their common relation to one person^ as in the 
Tbeseids, &c. or to one time, as in the Poem of Ariosto; 
or, by their resemblance merely^ as in the Metamorphoses 

of Oind. 

• 

^ ** The painter will not enquire what things may be 
^ admitte4 without much censure. He will not think 
^' it enough to shew that diey nutj^ be there^ he will shew 
'^ diat they mu$t be there; that their absence would 

** render his picture maimed and defective. ^** They 

** should make a part of that whole which would be im" 
^* perfect without them.^* 

Sir J« Reynolds^ Disc* on Paintings p. io6^ 
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VI. 

It appears, farther, from what has been said, i>»fferent 
that it is not the Poet's province to relate such ©^ the • 
things as have actually happened, but such as *ndth€ 
might have happened — such as are possible^ ac- 
cording either to probable, or necessary, conse* 
quence. 

For it is not by writing in ver^e, or prosCy that 
the Historian and the Poet are distinguished : the 
work of Herodotus might be versified; but it 
would still be a species of history, no less with 
metre, than without. They are distinguished by 
this, that the one relates what has been, the other 
what mght be. On this account. Poetry is a more 
philosophical, and a more excellent thing, than 
History : for Poetry is chiefly conversant about 
general truth; History, about particular. In 
what manner, for example, any person of a^ 
certain character would speak, or act, probably, 
or necessarily — this is general; and this is the. 
object of Poetry, even while it makes use of par- 
ticular names. But, what Alcibiades did, or what 
happened to him — this is particular truth. ^ 

With respect to Comedy, this is now become 
obvious ; for here, the Poet, when he has formed 
his plot of probable incidents, gives to his cha- / 
racters whatever names he pleases ; and is not, 
like the Iambic Poets, particular, and per- 
sonaL 

Tragedy, 
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Tragedy, indeed, retains the use of real names ; 
and the reason is, that, what we are disposed to 
believe, we must xIoivAl pomblt : now what has 
never actually happened, we are not apt to regard 
as possible ; but what has been is unquestionably 

^ so, or it could not have been at all^. There are, 
however, some Tragedies in which one or two of 
the names are historical, and the rest feigned : 
there are even some, in which none of the names 
are historical; such is Agatho's Tragedy called 
The FtaweTj for in that, all is invention, both 
incidents, and names ; and yet it pleases. It is 
by no means, therefore, essential, that a Poet 

\ should confine himself to the known and esta- 
blished subjects of Tragedy. Such a restraint 
would, indeed, be ridiculous; since even those 
subjects that are known, are known, compara- 
tively, but to few, and yet are interesting to all. 
From all this it is manifest ; that a Poet should 

^ be a Poet, or maker^ of Jable Sj . r sL ther than of 
verses: sinrR jt is imitation th at constitutes, 
the Poet^ and of this imitation actions are the 
object: nor is he the less a Poet, though the 
incidents of his fable should chance to be such as 

have 

^ " or it could not^ &c." — The philosopher might- 
safely have trusted to any reader to find this proof of the 
possibility of what has actually happened. — A modem 
writer would certainly have omitted this ; and I wish 
Aristotle had. But it is my business to say whatever he 
has said. 
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have actually happened ; for nothing hinders, but 
that some true events may possess that pro* 
babUity^j the invention of which entitles him to 
the Tome of Poet. 

VII. 
Oi simple faUes or actions, the episodic are the ^hodic 
worst I call that an episodic fable, the episodes^ the llnL* 
4if which follow each other without any probable *° ^ ^' 
m wece^^tf ryjGwmgction ; a fault into which bad 
Poets are betrayed by their want of skill, and 
good Poets by the players : for in order to ac* 
commodate their pieces to the purposes of rival 
performers in the dramatic contests, they'spin out 
the action beyond their powers^ and are thus, 

frequently, 

• It may appear to the reader to be a strange observi- 
don, that *' some true events may be probable.*^ But he 
will recollect what sort oi events^ and what sort of pro* 
tahility, Aristotle licre speaks of r i. e* of extraordinary 
sventsy such as Poetry requires, and of that more strict 
and perfect probability^ that closer connection and visible 
dependence of circumstances, which are always required 
from the Poet^ though in such events, not often to be 
found in fact^ and real Bfe, and therefore not esrpected 
frdm the HzsUfrian*-*-*^^ the qtiocatton ix^m Diderot, 

NOTE 156. 

' Episodes — episodic circumstances — In the second 
iwnsc explained note 37 : by no means in the ittoderA 
•and epie sense^ pf a digression^ incidental narradt^y &c, 

VOL. I. K . 
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frequently, forced to break the comiectkm and 
contiauity of its parts. 

But Tragedy is an imitation, not only kA a 
complete action, but also of an action exciting 
terror and pity. Now that purpose is best an- 
swered by such events as are not only unexpected^ 
but unexpected consequences of each other : for, 
by this means, they will have more of the nnnt- 
derfuly than if they appeared to be the efiects 
of chance ; since we find, that, among events 
merely casual, those are the most wonderful and 
striking, which seem to imply design : as when, for 
instance, the statue of Mitys at Argps killed the 
very man who had murdered MitySy by falling 
down upon him as he was surveying it ; events of 
tliis kind, not having the appearance of accident. 
It follows then, that such &bles as are formed on 
these principles must be the best. 

VIII. 
Fabiei Fables are of two sorts, simple and complicated; 
or for so also are the actions themselves of which 

COMPLI- 
CATED.! they are imitations. An action, (having the con- 

tinuity and unity prescribed,) I call simple, when 
its catastrophe is produced withmt ^either rem - 
lutiqn^wdiscovery : complicated, when with one, 
OT both. And these should arise from the struc- 
ture of the fable itself, so as to be the natural 
consequiences, necessary or probable, of what has 
preceded in the action. For there is a wide 

difference 



I- 

■■( 
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difference between incidents that followyroTW, and 
incidents that follow only after ^ each, other. 

IX. 

A REVOLUTION, js-a^changej^ (such as has ^j^^p^^**^ 
already been mentioned '.) into the reverse of i- 
what is expected from the circumstances of the tion». 
action ; and that, produced, as we have said, by 
probable^ or necessary consequence. 

Thus, in the Oedipus^ ^ the messenger, meaning 
to make Oedipus happy, and to relieve him from 
.the dread he was under with respect to his mother, 
by making known to him his real birth, produced 
an effect directly contrary to his intention. Thus, v 
also, in the Tragedy of Lynceus : Lynceus is led 
to suffer death, Danaus follows to inflict it ; but 
the event, resulting from the course of the in- 
cidents, is, that Danaus is killed, and Lynceus 
saved. . 

A DISCOVERY, as, indeed, the word implies, is jy^^^, 
a change from unknonvn to knomil^ happening 
between those characters whose happiness, or 
unhappiness, forms the catastrophe of the drama-, 
and terminating in friendship or enmity. 

The 

> ■ I ■ 11. 1 ■ I ■ ■ I I ■■■ ! ' ■■.. * ^ 

* Sect. 7. — " events that are unexpected consequences of 
each other.** 

* The Oedipus Tyrannus of Sophocles, 

K 2 



BIES. 



^3* Of Trag^. r?ART X\. 

The l>e&t iiort of Piscovery U thf t which i;^ 
accompanied by a Revolution ^ as in the Oedipus. 

There are, also, other Discoveries ; for inani- 
mate things, of any kind, may be recognized in 
the sam^ ipapfiner* j ^r>d we may disppver whother 
such a particular thing wa^, or was not, dmc by 
^qch ^ person :— but the Di^overy most appro- 
priated to the fablcy and the action^ \% that above 
defined ; because such Discoveries, and Revolu^ 
tions, must exgite either pitjf or terror; and 
Tragedy we h^kve defined to b^ an iizutatiou irf 
pitiable and terribk actions : ^nd becjause, alsc^ 
by them the Qvent, h^pp^:^ or unhappy^ is pro 
duqod. 

Now Discoveries, being rtlatim things, arc 
scmetimea of a??e of the p«^§ow cwUy, the athcv 
being 

• Such is the discovery of Joseph, by his brethFCO, 
Gen. xlv. — the most beautiful and affecting exampLe^iat 

can be givea. 

^ I do not understand Aristotle to he h^e spez^king.of 
su^h discoveries of " inanimate thing^^ (rings, br:icelet% 
&c.j as are \ht^ means of bringing about the true disico- 
very — that of the persons. For, in what follows, it is 
implied that these ** other sorts of discovery^* produce 
neither terror nor pity j neither happiness nor unhapptness \ 
which can by no meani he said of such discoveries ^s are 
-instrumental to the personal discovery, and, through that, 
to the catastrophe of the piece. Of these., he treats 
afterwards. Sect. i6. — Dacier, I tlilnk, has mistaken 
this. 



being dlteddy kttcrwh ; atid sometime* they at6 
teciprocait thus, Iphigtnki is discovered td 
Orestes by thd fettet t^hich she charges him to 
deliver, gitid Orestes i^ obliged, by other taeans, 
to make himself known to her *• 
These then are tnfo parts of the fable — Jftet;o- s^ 

OlSA8TXBS« 

lution and Discover;;/. There is a third, whicFi- 
ttre denominate, Disai^t^rs. The two former 
have been explained. Disasters comprehend alt 
pninful or destntctive actions ; the exhibition of 
death, bodily anguish, wounds, and every thing 
of that kind. 

« 

X. 

The parts of Tragedy which ar« necessafy to Pafts 
constitute it$ qudlity, have been already enume- Tragedy 
rated. Its parts of quantity — the distinct part^ Divioto, 
into which i% is divicfod—nxe these : Prologue, 
EfUov^y Exotyt, and ChO<ius ; which last j$ 
also divided into the Parode, and the Stasimon. * 

These ate comraon to all Tragedies. Tlie Com- 
Hot are fcimd in wme otAy. 

The Prologue^ is all that part at & Tragedy 
Which precedes the Parade <rf the Gborus.— 

The 

■ I . i ll I I. 1*1— i^-wi I II ' 1 . 1 . 1 H I I.I ■ > ■ t Wi «i i « 

' ' ' ^ 

^ See Mr. I^otter's Euripides :-*^lphigenta in Tauris^ 
V, 799, &c. 

• Prologue — This may b^ compared to our first acU 
SeeifotE 40, \ ^ . 

^3 
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The Episode'' J all that part which is included 
between e«/ire Choral Odes. — ^The Exodc^, that 
part which has no Choral Ode after it. 

Of the Choral part, xhe^Parode^ is the first 
speech of the whole Chorus: the Staswum^^ 
includes all those Choral Odes that are without 
AnapiEsts and Trochees. 

The Commos^y is a general lamentation of 'the 
Chorus and the Actors together. 

Such are the separate parts into which Tra- 
gedy is divided. Its parts of quality were before 
explained. 

XJ. The 

\ 

^ Episode — i. e. a part introduced^ inserted j &c as all 
the dialogue was, originally, between the choral odes. 
See Part I. Sect. 7. Nete^, p. 11 1. 

' Exode — i. e. the going out^ or exit : the concludlag 
^/, as we should term it. The Greek tragedies never 
finished with a choral ode* 

^ Parade — i.e. entry of the Chorus upon the stage: 
and hence the term was applied to what they first sung^ 
ijpon their entry. See the note. 

' Stasimon-^i. e. stable : /because^ as it is explained, 
these odes were sung by the choral troop when fixed on 
the stage^ and at rest : whereas the Par ode is said to have 
been sung, as they came on. Hence, the trochaic and 
anapastic measures /b^ing lively and full of motion, were 
adapted to the Par ode ^ but not to the Stasimon. 

* From a verb signifying to beat or strike \ alluding tO 
the gestures of violent grief» 
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XL 



What 



The order of the subject leads us to considt^r, r*;.-^™^ 
m the next place, what the Poet should aim at, * ^f^*^^'^ 
and what avoids in the construction of his fable ; "^j,^"**' 
and' by what means the purpose of Tragedy may ^^^"f^^ 
be best effected. purpo»es 

Now since it is requisite to the perfection of a Tragedy. 
Tragedy that its plot should be of the complicated^ 
not of the simple kind, and that it should imitate 
such actions as excite terror and pity, (this being 
the peculiar property of the Tragic imitation,) it 
follows evidently, in the first place, that the 
change from prosperity to adversity should not 
be represented'lislhappening to a virttious cha- 
racter ' ; for this raises disgust, ratherthan terror, 
o r com passion. Neither should the contrary 
change, from adversity to prosperity, be exhibited 
in a vitious character : this, of all plans, is the 
most opposite to the'^genius of Tragedy, having , 
no one property that it ought to have ; for it is 
neither gratifying in a moral view, nor aff'ecting, 
nor terrible. Nor, again, should tlie^feilLjof a 
^ery ^rf man from prosperous to adverse fortune 
be represented : because, though such a subject 
may be pleasing from its moral tendency, it will \ 
produce neither pity nor tei;ror. For our pity is- 

excited 

^ , '^ . : 

• i.e. eminently virtuous, or good: for so he expresses 
it at the end of this section. 



/ 
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^excited by misfortunes undeservedly suffered, and 
our terror, by some resemblance between the 
\^ sufferer and ourselves. Neither of these efifects 
will, therefore, be produced by such an event 

There remains, then, for our choice^ the cht* 
racter between these extremes ; that of ar par* 
son neither eminently virtuous or just, nw yet^ 
involved in misfortune by deliberate vice, ac 
villany; but by so^ne error of human frailty: 
and this person sliould, also, be some one of higb 
£une and flourishing prosperity. For example^ 
Oedipus, Thysstes, or other illustrious men 
of such families. 

XIL 

Catas- Hence it appears, that, to be. well ccMXStructed, 

Should be a fable, contrary to the opinion of some, should 

and that be Single^ rathar than dottle ; that the change of 

; fortune ^ould not be from adverse to prosperous, 

but the reverse ; and that it should be the con* 

sequence, not of vice, but of some great finultj^ 

\ in a character such as has been described^ of 

better rather than wor$e. 

These 






^ What 18 here meant by a singk &ble, will appeajr 

presently from the accouQl: of its opposite— <he d$ubh 

fible. It must not be confounded with the simple fable, 

though, in the original, both are expressed by the same 

..— ««©rdr^The simple fable is only a fajWe wkh^ tevoh^ 

\ tion, or discovery. Sect, 8. 
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These principles are confirmed by experience; 
for Poets, formeriy, admitted almost any story 
into the number of Tragic subjects ; but now, 
the subjects of the best Tragedies are con- 
fined to a few families — ^to Alcmason, Oedipus, 
Orestes, Meleager, Thyestes, Telepbus, and 
others, the sulSerers, or the authors, of some 
terrible calamity. 

The most perfect Tragedy, then, according to 
tiie principles of the art, is of this construction. 
Whence appears the mistake of those critics who 
censure Euripides for this practice in his Tra- 
gedies, many of which terminate unhappily ; for 
tills, as we have shewn, is right. And, as the 
strongest proof of it, we find that upon the stage, 
and in the dramatic contests, such Tragedies, if 
tiiey succeed, have always the most Tragic effect : 
and Euripides, though, in other respects, faulty 
in the conduct of his subjects, seems clearly to be 
the most Tr^agic of all Poets. 

I place in the second rank, that kind of fable to 
which some assign the Jirst; tliat which is of a 
dmble construction, like the Odyssejf^ and also 
end& in two opposite events, to the good, and to 
tiie bai^ characters. That this passes for the best, 
ig owing to the weakness * of the spectators, to 

whose 

* That weakness which cannot bear strong emotions, 
erea from fictitious distress. I have known those who 
Qould set le^ at (bat adkmrable picture^ die U^aUrio of 

Sir 
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Terror 
and 
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whose wishes the Poets accommodate their pro- 
ductions. This kind of pleasure, however, is not 
the proper pleasure of Tragedy, but belongs rather 
to Comedy ; for there, if even the bitterest ene- 
mies, like Orestes and JEgisthus, are introduced^, 
they quit the scene at last in perfect friendsbip,,^ 
and no blood is shed on either side^ 

XIIL 
Terror and pity may be raised by the decoratim 
u>be — the mere spectacle^; but they may also arise 
excited by ' from the circuHistanccs of the action itself: which 

the ' ' 

Action, jg f^f preferable, and shews a superior Poet. For 
Dec©- the fable should be so constructed, that, without 

\ BATION* 

the assistance of the sight, its incideK^ may excite 
horror and commiseration in those, who hear 
them only : an effect, which every one, who hears 
the "fab le of the OedipuSy mus t experience. But,. 
ttTproduce this effect by means of the decoration^ 

discovers 

Sir Jos. Reynolds.— To some minds, every thing, that 
IS wot chearfulii shocking. — But, might not the preference 
here attributed to weakness, be attributed to better causes* 
—die gratification of philanthropy, the love of justice, 
order, &c. ? — the same causc3 which, just before, induced 
Aristotle himself to condemn, as shocking, and disgusting^ 
those fables which involve the virtuqus in calamity. 

/ • See a very pleasant paper of Addison's on this sub- 
[ ject. Spectator N*42. We know the effect of the skull 
\^ and black hangings in the Fair Penitent, the scaffold \w 
Fenice Preserved, the^tomb m_^omeo andjuliel, &c. 



I. 
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discovers want of art in the Poet ; who must also 
be supphed, by the public, with an expensive 
apparatus ^ 

As to those Poets, who make use of the de- 
coration in order to produce, not the terrible^ but 
the marxtUous only, their purpose has nothingjn 
common with that of Tragedy. For we are not 
to seek for every sort of pleasure from Tragedy, 
but for that only which is proper to the species. 

Since, therefore, it is the business of the Tragic \ 
Poet to give that pleasure, which arises from pity / 
and terror, through imitation^ it is evident, that 
be ought to produce that effect by the circum- 
i^tances of the action itself. 



^ K 



XIV. 

Let us, then, see, of what kind those incidents ^^fw**- 

TROUS 

are, which appear most temble, or piteous. Incident^, 

Now, such a ctions m ilstj_Qfjiecef=TS^W, happen proper HM* 
__- — ■ " " , , Dagenaeut. 

between persons who are e ither frien ds, or ene- 
mies, or indifferent to^ch^other. Mf an enemy 
kills, or purposes to kill, an enemy, in neither case 

IS 



^ Among other public 6fl5ces, which the wealthier 
Citizens of Athens were, by turns, called upon to dis* 
charge, was that of the Choragi^ who were obliged, at 
their own expence, to provide a chorus , dresses, and, per* 
haps, scenes, and the whole decoration of theatrical 
exhibitions* 
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is any commidseration raised in us •, beyond what 
necessarily arises from the nature of the actioti 
itself. 

The case is the same, when the persons are 
neither friends nor enemies. But when such 
disasters happen between friends ^-— when, itjt 
instance, the brothef kills, or is going to kill, his 
brother, the son his father, the mother her son, 6f 
the reverse — ^these, and others of a similar kind, 
are the proper incidents for the Poet*s choice. 
The received Tragic subjects, therefore, he is dot 
at liberty essentially to alter ; Clytcemnestra must 
die by the hand of Orestes^ and Eriphyle by that 
of Alcniaeon : but it is his province to invent 
other subjects, and to make a skilful use of those 
which he finds already established. — What I mean 
by a skilful use, I proceed to explain. 

The atrnriQiift actipn may be perpetrated know-^ 
ingly and intentionally \ as was usual with the 
earlier Poets ; and as Euripides, also, has re* 
presented Medea destroying her children *. 

It 

■ < ^ 

* i.e. any of that degree of commiseration* which is 
requisite to the effect of the deepest tragedy, such as is 
die subject of this section. See note io2. 

^ Aristotle uses this word here, and in other parts of 
his works, in a wide sense, including relations^ &c. 

■ As in Macbeth^ Richard the Thirds &c, 

* See Mr. Potter's translation of the Tragedy here 
alluded to. 
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Itnag y, likewiseJbfi-peq)etra ted b y4hose, who 
jure ignorant, ^.t the tiipe, of the conoeqtion botweea 
them and the injured person, which theytafter^ \ ^ n*^-^^ 
wards discover'; like Oedipus^ in SoFHoctEs. 
There, indeed, tlie action itself does not make a 
part of the drama ^: the Alcmaon o{\AsttfdamaSf 
imd Telegonus in the Ulysses JVounded^ furnish 
instances within the Tragedy^. 

T^rfjft ypt A third w^y, where a person upon 
the point of perpetrating, through ignorance, som9 
dreadful deed, is prevented by a sudden discovery^; 

Qe^idc these, there is no other proper wayTx 
For the acticHi must of nece ssity be either done^ ) 

^ As in the Fatal Curiosity of LIllo. 

♦ The murder of Laius by Oedipus, his son, is sup- 
posed to have happened a considerable time before the 
beginning of the action. 

' Of these two dramas nothing more is known ^an 
the little that Aristotle here tells us. In the first, the 
Poe.t adhered so far to history^ as to make Alcmsoon kiii 
his mother Eriphyle, but with the improvement;, (accord- 
ing to Aristotle's idea,) of making him do it i^norantly* 
The story of Telegonus is, that he was a son of Ulysses 
by Circe j was sent by her in quest of his father, whom 
hQ wounded, without knowing him> in a skinnish relative 
to some sheep, that he attempted to carry off from tho 
ij^land of Ithaca. It is somewhat singular, that the WQund 
is said to have been given with a kind of OUaheite spear, 
headed with a sharp fish-boije. See Pope's Qdyssiej XL ^ 
167. and the note. 

• As in MeropCf Aristotle's owo example. 
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or notdonCy and that, j eitber withknowledg ey or 
^pfffwut : but of all thes e_jyays*, that of being 
ready to execute, knowingly, and yet not executing, 
is the worst; for this is, at the same time, shock- 
ing, and yet not Tragic, because it exhibits no 
disastrous event. It is, therefore, never, or very 
rarely, made use of. The attempt of Hcemon to 
kill CreoUy in the Antigone'^ ^ is an example. 

Next to this, is the actual execution of the 
purpose*. 

To execute, through ignorance, and afterwards 
to discover, is better: for thus, the shocking 
/ atrociousness is avoided, and, at the same time, 
^^ the discovei7 is striking. 

But the best of all these ways, is the last. Thus, 
in the Tragedy of CresphonteSj Merope, in the 
very act of putting her son to death, discovers 
him, and is prevented. In the Ipkigenia^, the 
sister, in the same manner, discovers her brother ; 
and in the Helle \ the son discovers his mother, 
at the instant when he was going to betray her. 
J On this account it is, that the subjects of 
Tragedy, as before remarked, are confined to a 

..small 

* There is here much embarrassment and confusion in 
the original. See note 105. 

^ Of Sophocles* See Franklin's, or Brumoy's, translation. 

* Thcjirst of the three proper and admissible ways that 
were enumerated ; that of Macbeth^ &c. 

* The Iphigenia in Tauris of Euripides, 

* Of this Tragedy nothing farther is known. 
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Btnall number of families. For it was not to art^ 
but to fortune *, that Poets applied themselves, to 
find incidents of this nature. Hence the necessity ' 
t)f having recourse to those families, in which such 
calamities have happened. 

Of the Plot, or Fable, and its requisites, 
enough has now been said. 

XV. 

With respect to the Manners, four things or the 
are to be attended to by the Poet. 

Firsts and principally, they should be goo(L 
Now manners^ or character^ belong, as we have 
said before, to any speech or action that manifests 
a certain disposition ; and they are bad, or good, 
as the' disposition manifested is bad, or good. This 
goodness of manners may be found in petsons of 
every description ' : the manners of a woman, or 
of a slave, may be good; though, in general, 

women 

' PI ,. - - - r I rii rii ii_ii 1 i j i__M 

* i.e. to history or tradition. — See above, Sect.6. p.iij. 
and Sect. 12. p. 136. . ' 

*' This is observed, to shew the consistence of this 
^rst precept with the next. The manners must be drawii 
as good as may be, consistently with the observance of 
propriety, with respect to the ^^;7^r^/ character of difFereat 
sexes, ages, conditions, &c. Ir might have been objected — 
•* You say, the character must be good. But suppose 
** the Poet has to represent, for instance, a slave ?— the 
'* character of slaves in general is notoriously bad^^--^ 
The answer is,— ^wy thing may be gbod/Vz its kind. 
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women are, perhaps, rather bad, than good, aiyi 
slaves, altogether bad. 

The ^co;u/ requisite of tlve manners, ispnuipriefy. 
There is a manly character of bravery and fierce^ 
ness, which cannot, with propriety, be given to 
a woman. 

The third requisite is resemblance ; for this is 
a different thing from their being good, and proper, 
as above described*. 

Thej^ottrM, is uniformity ; for even though the 
model of the Poet's imitation be some person of 
ununifonn manners, still that person must be re* 
presented as uniformly ununiform. 

We have an example of manners unnecessafUy 
body in the character of Menelaus in the Tragiedy 
of Orestes^ : of improper and unbecoming xnax^ 
ners, in the lamentation of Ulysses in ScyUa^ and 
in the speech of MenaUppe^ ; of ummiferm man* 

Dcrs, 

— 1 »i !■ I. M.Wm I I I ■■ I .-... — I. , ■ ■ ■ I ^ . 1,11, 

^ That is, the manners may be both goodf and proper 
or ticoming ; aad.yet not like. For example ; sbouM a 
foet draw Medea, gentle, patient, &c. the maaners 
would be both good, and becomings but not like — not con* 
formable to the historical or traditional character of the 
individual. The portrait would be defective, 

' The Orestes of Euripides, — Menelaus,. throughout 
this play, as Mr. Potter has justly remarked, is << repre^ 
^' sented as an ungrateful, unfeeling^ timid, desiguing 
f* poltron.'^ 

* The author had here, no doubt, given an instance 
of the violation of resemblance in the manners, though it 
be wanting in all the manuscripts. — ^Of the f^y/i^^nothing 
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ners, in the Iphigenia at Aulis; for there, tlie 
Iphigenia, who supplicates for life, has no resem- 
blance to the Iphigenia of tlie ccfnclusion. 

In the manners, as in the fable, thfe Poet should 
always aim, either at what is necessary , or what is 
probable ; so that such a character .shall appear ( 
to-spcak or act, necessarily, or probably, in such a 
manner, and this event, to be the necessary or 
probable consequence oi that. — ^ Hence it isr^ 

evident, 

is known. — Some fragments remain of Menalippe the 
Wise, (for this was the title,) a Tragedy of Euripides, 
the subject of which is a curiosity. Menalippe was 
delivered of two children, the fruits of a stolen amour 
with Neptune. To conceal her shame, she hid them in 
her father's cow-house ; where he found them, and, being 
less of a philosopher than his daughter, took them for a 
monstrous production of some of his cows, and ordered 
them to be burned. His daughter, in order to save them, 
without exposing herself, enters into a long physical 
argument, upon the principles of Anaxagoras, to cure het 
father of his unphilosophical prejudices about monsters, 
and portentous births, and to convince him, that these 
infants might ^be the natural children of his cows. 
Part of this very speech is preserved by Dionysius of 
HalicarnassuSj [See the Ox. Eurip. vol.iii. p. 371.] and 
it is this masculine philosopher that is here understood to 
be censured as an ;w^ro^r/V/j^ of character.— How would 
a Tragedy on such a subject as this, be now received by 
an audience ? ! 

^ What follows, to the end of the paragraph, appears 
rather out of place. But seethe note. For development y 
see Sect^ 18. p. 154. 

VOL. I. L 
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evident, that tlie deoelopment also of a fable 
should arise out of the fable itself, and not 
depend upon machinery^ as in the Medea^, or in 
th^ incidents.relative to the return of the Greeks, 
^M ^»Y l' ^" ^^^ Iliad^- The proper application of machi- 
nery is to such circumstances, as are extraneous 
to the drama; such, as either happened before 
\) the time of the action, and could not, by human 

Q means, be knbwn ; or, are to happen after j and 

require to be foretold : for to the Gods we attri- 
bute the knowledge of all things. But nothing 
improbable should be admitted in the incidents of 
the fable ' ; or, if it cannot h€ avoided, it should, 
at least, be confined to such as are without the 
Tragedy itself; as in the Oedipus of Sophocles. 
Since Tragedy is an imitation of what is best, 
we should follow the example of skilful portrait- 
painters; who, while they express the peculiar 
lineaments, and produce a likeness^ at the same 

time 
? 

• Of Euripides. Medea is tarried off, at the end of • 
the Tragedy j in a chariot drawn by flying dragons. 
See Mr. Potter's Transl. v. 1443, &c. 

^ Pope's lUad^ II. 189, &c. — if the text here is right : 
but this is doubtful. See the not£. 

■ By incidents ofthefabie^ Aristotle here plainly means, 
all those actions or events which are essential parts of the 
subject or story^ whether previous to the action, and 
necessary to be known, or included in it, and actually 
represented in the drama. Compare Part IIL Sect. 6. 
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time improve upon the original*. And thus, too, 
the Poet, when he imitates the manners oi passion- 
ate men, (or of indolent^ or any other of a similar 
. kind,) should draw an example approaching rather 
to a good, than to a hard and ferocious character: 
as Achilles is drawn, by Agatho, and by Homer. 
These things the Poet should keep in view ; and, 
besides these, whatever relates to those senses*. 
which have a necessary connection with Poetry : 
for here, also, be may often err. — But of this 
enough has been said in the treatises already 
published. 



XVI. 

' What is meant by a Discovery, has already 
been explained. Its kinds are the following. 

Mrsty the most inartificial of all, and to which, 
from poverty of invention, the generality of Poets 

have 

* This seems intended to explain his t/iird precept, 
of resemblance in the manners ; to reconcile it with his 
firsty and to shew what sort of likeness the nature of 
Tragic imitation requires. — Compare P^r/ 1. Sect, 2* — 
and Part IV. Sect. 5. 

* i. e. To the sights and the hearing', in other words, 
to actual representation. See the note. 

^ The reader, who recollects the conclusion of 
Sect. 14, where the author took a formal leave of the 
^^ fable and its requisites*'* and proceeded to the second 
essential part of Tragedy, the mannersy will hardly be of 
Dacier's opinion, who contends, that this section is rightly 
placed. His reasons are perfectly unsatisfactory. 

• 1.2 
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have recourse — the discovery by visible signs. Of 
these signs, some are natural ; as, the lance with 
which the family of the earth-born Thebans^ were 
marked, or the stars which Cdrcinus has made use 
of in his Thy est es: others are adventitious; and 
of these, some are corporal, as scars ; some ex- 
ternal, as necklaces, bracelets, &c. or the little 
boat by which the discovery is made in the Tra- 
gedy of TyroK Even these, however, may be 
employed with more, or less skill. The discovery 
of Ulysses^ for example, to his nurse, by means 
of his scar, is very different from his discovery, 
by the same means, to the herdsmen^. For all 
those discoveries, in which the sign is produced 
by way of proofs are inartificial. Those, i)v'hich, 
like that in the f Fashing of Ulysses'^ ^ happen 
suddenly and casually^ are better. Secondl 

♦ The descendants of the original Thebans, who, 
according to the fabulous history, sprung from the earth 
when Cadmus sowed the Dragon's teeth, &c. — This 
noble race are said to Tiave been distinguished by the 
naturstl mark of a lance upon their bodies. ' 

^ Sophocles wrote two Tragedies of this name, 
neither of them preserved.— The story of Tyro leads 
us to suppose, that Aristotle means the little boat, trough, 
or, as some render it, cradle ^ in which Tyro had exposed 
her children, on, or near, the river: the particular 
manner of the disc^overy, it would be in vain to guess. 

*, See Pope's Odyssey, XIX. v. :4.5i, &c. and the note 
there,^on V. 461, and XXI. 226. 

^ The antients distinguished the different parts of 
Homer's Poems by different titles accommodated to the 

different 
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Secondly — Discoveries invented^ at pleasure, 
by the Poet, and, on that account, still inartificial. 
For example ; in the Iphigenia, Orestes, after 
having discovered his sister, discovers himself to 
her. She, indeed, is discovered by the letter ; but 
Orestes^ by [verbal proofs f\ and these are such, as 
tiie Poet chuses to make him produce, not such, 
as arise from the circumstances of the fable^. 
This kind of discovery, therefore, borders upon 
the fault of that first mentioned : for, some of the 
things firom which those proofs are drawn, are 
even such, as might have been actually produced 
as. visible signs. 

Another instance, is the discovery by the sound 
of tlie shuttle in the Tereus pf Sophocles. 

Thirdly — The Discovery occasioned by memory; 
as, when some recollection is* excited by the view 
of a particular object. Thus, in the Cyprians 
of Dicceogenes, a discovery is produced by tears 
shed at the sight of a picture : and thus, in the 
Tale of Alcinous, Ulysses, listening to the bard, 
recollects, weeps, and is discovered ^. j^ - , , 

different subjects, or episodes; and, in referring to him, 
they made use of these, not of the division into Ifooks, 
Thus, the part of the xixth book of the Odyssey above 
referred to, was called TAe fVashing, The Tale of 
jilcinous was another title, which will presently be men- 
tioned: See the note on that passage. 

• See Mr. Potter's translation of the Iphigenia in 
Taurisy v. 884 to 910. 
*' Pope's Odyssey, VIII. 569, &c. 

^3 



150 Of Tragedy. £PART II. 

Fourthly — The discovery occasioned by reason- 
ing or inference^ ; such as that in the Chdephorct: 
" The person, who is arrived, resembles me — no 
" one resembles me but Orestes — it must be he ! " 
And that of Polyides the Sophist, in his Iphigema *; 
for the conclusion of Orestes was natural. — ** It 
" had been his sisters lot to be sacrificed, and it 
** was now his ownT That, also, in the Tydeus 
of Theodectes: — " He came to find his son, and 
*' he himself must perish ! " And thus, the 
daughters of Pkineus, in the Tragedy denominated 
from them^, viewing the place to which they 
were led, infer their fate : — '* there they were to 
" die, for there they were exposed ! " There is 
also a compound sort of discovery, arising from 

false 

■ Occasioned by reasoning ; — L e. by reasoning, (or 
rather, Inference^ or conclusion^) in the person discovered. 
See the not£. — It should be remembered, that Aristotle 
is not, in this chapter, inventing discoveries, nor enu- 
merating all the kinds possible or practicable ; but only 
classing and examining such, as he found in use, or could 
recollect, in the Tragedies and Epic Poems of his time. 

* The subject appears to have been the same, as that 
of the Iphigotia in Tauris of Euripides. We are to 
suppose, that Orestes was discovered to his sister by this 
natural exclamatioi;!, at the moment when he was led to 
the altar of Diana to be sacrificed. 

~ ^ Of this, and the preceding Tragedy, we know 
nothing, but what we learn here : i. e. that in the one, 
a father y and in the other, tlie daughters of PhineuSy wen 
discovered, and, probably, saved, by those exclamations. 
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Jalse inference in the audience ; as in Ulysses the 
False Messenger : he asserts, that he shall know 
the bow, which he had not seen ; the audience 
falsely infer, that a discovery, by. that means, will 
follow ^ 

But, of all Discoveries, the best is that, whicli^ 
arises from the action itself^ and in which a striking I 
effect is produced by probable incidents. Such 
is that in the Oediptcs of Sophocles : and \ 
that in the Iphigenia ; for nothing more natural 1 
th^n her desire of conveying the letter. Such 
discoveries are the best, because they alone are J 
effected without the help ^of invented proofs, or 
bracelets, &c.* 

Next to these, are the discoveries by iriference. 

XVII. 

The Poet, both when he plans, and when he Practi. 
writes,, his Tragedy, should put himself, as much Direction! 
as possible, in the place of a spectator; for, by tr^gio 
this means, seeing everything distinctly, as if pre- 
sent at the action, he will discern what is proper, 
and no inconsistences will escape him. The 
fault objected to Carcinus is a proof of this. 

Amphiaraus 

♦ The original here is all incurable corruption, and 
impenetrable obscurity. See the note. 

^ All this is extremely perplexing. I must refer the 
reader to the note ; — ^but, certainly, with no promise 
of any thing like perfect satisfaction. 
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Amphiaraus hdid left the temple^ : this, the Poet, 
for want of conceiving the action to pass before 
his eyes, overlooked ; but in the representation, 
the audience were disgusted, and the piece 
condemned. 

In composing, the Poet should even, as much 
as possible, be an actor: for, by natural sym- 
pathy, the]/ are most ^^rsuasive and affecting, who 
are under the influence of actual passion. We 
share the agitation of those, ,who appear to be 
truly agitated — the anger of those, who appear to 
be truly angry. 

Hence it is, that Poetry demands, either great 
natural quickness of parts, or an enthusiasm 
allied to madness.' By the first of these, we 
mould ourselves with facility to the imitation of 
every form ; by the other, transported out of our- 
selves, >ve become what we imagme. 

When the Poet invents a subject, he should, 
first, draw a general sketch of it, and afterwards 
give it the detail of its Episodes, and extend 
it. The general argument, for instance, of the 
Iphigcnia'^j should be considered in this way: 

^' A virgin, 

, , I. r. ,. ■ ■ .1. ■ ■ ■ ■ 1 

^ As the subject of this Tragedy is not known, it 
seems impossible, from what is (here said, even to guess 
how this was. 

-^ In Taurls, — The getleral spirit of this precept of 
Aristotle is well illustrated by Diderot in the Essai sur la 
PocsieDram, at the end of his Pere de Families p. 292, 8cc. 
" S^urtout, s'imposer la loi de nepasjeter surle papier 
** une seule idee de detaily que \Qplan ne soit arrete,'* &c. 
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A virgin, on the point of being sacrificed, is im- 
perceptibly conveyed away from the altar, and 
transported to another country, where it was 
the custom to sacrifice all strangers to Diana. 
Of thesi5 rites she is appointed priestess. It 
*' happens, some time after, that her brother 
" arrives there." But whi/ f-^hecause an oracle 
had commanded him, for some reason exterior 
to the general plan. For what purpose? — This, 
also, is exterior to the plan. — " He arrives, is 
" seized, and, at the instant that he is going to 
" be sacrificed, the discovery is made.'' — And 
this may be, either in the way of Euripides, or 
like that of Polyides^, by the natural reflection of 
Orestes, that—" it was his fate also, as it had 
" been his sister's, to be sacrificed;" by which 
exclamation he is s Lived. 

. After this, the Poet, when he has given names 
to his characters, should proceed to the Episodes 
of his action ; and he must take care, that these 
belong properly to the subject; like that of the 
madness of Orestes, which occasions his being 
taken, and his escape by means of the ablution ^ 
In dramatic Poetry the Episodes are short ; but, 
in the Epic, they are the means of drawing out 
the poem to'its proper length. The general story 
of the Odyssey, for example, lies in a small 

compass: 

* See the preceding section. 

• See V.301, &c. and v. 1248, &c. of Mr. Patter's 
translation. 
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compass: ^' A certain man is supposed to be 
'^ absent from his own country for many years — 
" he is persecuted by Neptune.^ deprived of all 
" his companions, and left alone. At home, his 
*^ affairs are in disorder — the suitors of his wife 
" dissipating his wealth, and plotting l;he de- 
" struction of his son. Tossed by many tempests, 
'* he at length arrives, and, making himself known 
" to some of his family, attacks his enemies, 
** destroys them, and remains himself in safety.'' 
This is tlie essential; the rest is Episode* 

XVIIL 

CoMPLi- Every Tragedy consists of two parts — ^the 

CATION and . . 

Develop- Complication^ and the development^. The com- 
•f the Plot, plication is often formed by mcidents supposed 
priot to the action, and by a part, also^ of those 
. that are within the action ; the rest, form the de- 
velopment. I call complication^ all that is between 
the beginning of the piece, and the last part, 
where the change of fortune commences : — rfeve- 
lopment, all between the beginning of that change, 
and the conclusion. Thus, in the Lynceus of 
Theodectes, the events antecedent to the action, 

and 

' Literally, the tying^ and untying. With the French, 
Nonid^ and Denouement^ are convenient and established 
terms, I hope I shall be pardoned for avoiding our 
awkward expressions of the intrigue and unravelling of a 
plot, 6cc. I could find no terms less exceptionable 
than those I have used. 
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and the seizure of the child, constitute the comr- 
plication ; the development is from the accusation 
of murder to the end *. 

XIX. 

There are four kinds of Tragedy, deducible \i>ifferent 
from so many partSy which have been mentioned. 
One kind is the com plicated ; where all depends 
on revolution and disco!verj/ : anotlier is the dis- 
ASTROus', such as those on the subject oi AjcLV 
or Lvion : another, the moral^, as the Phtkiotides, 
and the Peleus: and, fourthly, the simple, sych 
as the Phorcides\ the Prometheus^ and all those 
Tragedies, the scene of which is laid in the in- 
fernal regions. 

It 



KIND» 

of 
Tragidt. 



* Of the plot of tbis Tragedy nothing is known. 
See the note. 

* For these two kinds, see above, Sect. 8, and 9* 

* i. e. In which the delineation of manners or character 
is predominant. See the note. — Our language, I think, 
-wants a word to express this sense of the Greek Adotov, 
and the Latin, moratum. Mannered^ has, I believe, some- 
times been used in this sense ; but so seldom, as to sound 
awkwardly. We know nothing of the subjects here 
given as examples. 

5 Mschylus wrote a Tragedy so named. It is difficult 
to imagine what he could make of these three curious 
personages, who were born oldwomeny lived under ground, 
and had but one eye among them, which they used by 
turns ; carrying it, I suppose, in a case, like a pair of 
spectacles. — Such is the tale ! See Mr, Potter's MschyltUy 
p. 49, quarto. 
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It should be the Poet's aim to make himself 
master of all these manners ; of as many of them, 
at least, as possible, and those the best : especially, 
considering the captious criticism, to which, in 
these days, he is exposed. For, the public, having 
now seen different Poets excel in each of these 
different kinds, expect every single Poet to unite 
in himself, and to surpass, the peculiar excellences 
of them alL * 

^ One Tragedy may justly be considered as the 
same with another, or different, not according as 
tlie subjects, but, rather, according as the com- 
plication and development, are the same or diffe- 
rent. — Many Poets, when they have complicated 
well, develop badly ^. They should endeavour to 
deserve equal applause in both. 

XX. We 



* What follows seems rather to belong to the pre* 
ceding section. But perhaps Aristotle was led to this 
observation here, by what he had just dropped about the 
unfair and cavilling criticism of the times, which pro- 
bably, (as Dacier has remarked,) denied the praise of 
invention to those who composed Tragedies upon old 
subjects, with old tides, which, we see, was the common 
practice of the Greek Poets. 

7 No fault so common: see note 59. — It was with 
the Greek Tragedians, probably, as with Shakspeare. — 
*^ In many pf his plays the latter part is evidently neg- 
" lectcd. When he found himself near the end of his 
" work, and in view of his reward, he shortened the 
*' labour, to snatch the profit. He therefore remits his 
4 « efforts 
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We must also be attentive to what has been 
often mentioned^, and not construct di. Tragedy 
upon an Epic plan. By an Epic plan, I mean, a 
fable com posed, of many fables^ ; as if any one, 
for instance, should take the entire fable of the 
Iliad for the subject of a Tragedy. In the 
Epic Poem, the length of the whole admits of a 
proper magnitude in the parts ; but in the drama, 
tlie effect of such a plan is far different from what 
is expected. As a proof of this, those Poets, 
who have formed the whole of the destruction of 
Troy into a Tragedy, instead of confining them- 
selves (as Euripides^ but not Mschylus^ has done, 
in the story of Niobe^) to a part^ have either been 
condemned in the representation, or have con- 
tended without success. Even Agatho has failed 
on this account, and on this only; for, in revo- 
lutions, and in actions also of the simple kind, 
these Poets succeed wonderfully in what they aim 
at ; and that is, the union of Tragic effect with 

moral 

*^ efforts where he should most vigorously exert them, 
<* and his catastrophe is improbably produced, or im- 
" perfecdy represented." Johnson's Pre/, to Shakspeare. 

^ See Part I. Sect. 9. — XL Sect. 7. 

* i. e.— of many distinct parts, or Episodes, each of 
them capable of furnishing a Tragic fable . Compare 
Part in. Sect. i. and V. Sect. 3. about the wantof j/nV/ 
unity in the epic fable. 



Too great 

EXTENT 

of 

Plan 

to be 

avoided. 



58 Of Tragedy. [part II, 

)ral tendency: as when, for example, a character 
[of great wisdom, but without integrity, is deceived, 
^"ik^ Sisyphus \ or, a brave, but unjust man, con- 
quered. Such events, as Agatho says, are pro- 
bable, " as it is probable, in general, that many 
" things should happen contrary to probability." 

XXI. 

Of the Xhe Chorus should be considered as one of 

Cborus. 

the persons in the drama' ; should be a part of 
the whoky and a sharer in the action : not as in 
Euripides^, but, as in Sophocles. As for other 

PoetST^ 

* Actoris partes chorus, officiumque virile 
Defendat : neu quid medios intercinat actus, 
Quod non proposito conducat & hareat apt}, 

Hor. A. P. 193. 

* This expression does not, I think, necessarily imply 
any stronger censure of Euripides^ than that the Choral 
Odes of his Tragedies were, in general, more loosely 
connected with the subject, than those of Sophocles i 
which, on examination, would, I believe, be found true. 
For, that this is the fault here meant, not the improper 
'* choice of the persons who compose the Chorus^"* as the 
ingenious translator of Euripides understands, is, I think, 
plain from what immediately follows * the connection 
being this: — " Sophocles is, in this respect, most perfect ; 
" Euripides Jess so ; as to the others^ their choral songs 
" are totally foreign to the subject of their Tragedies.'* 
See Mr. Potter's Euripides — Postscript to the Trojan 
Dames. Dr. Warton's Essay on the Genius, &c. of 
PopeyVoX.u p. 71. 
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Poets — their choral songs have no more con- 
nection with their subject, than with that of any 
other Tragedy : and hence, they are now become 
detached pieces, inserted at pleasure' : a practice 
first introduced by Agatho. Yet where is the 
diflference, between this arbitrary insertion of an 
Oflfe, and the transposition of a speech, or even of 
a whole Episode^ from one Tragedy to another? 

XXIL 

Of the other parts of Tragedy enough has Of the 

, SSNTI- 

now been said. We are next to consider the ments. 
Diction, and the Sentiments. 

For what concerns the sentimentSy we refer to 
the principles laid down in the books on Rhetoric; 
for to that subject they more properly beloQg. 
The sentiments include whatever is the object of 

speech ; 



' ^ It Is curious to trace the gradual extinction of the 
Chorus. At first, it was all ; then, relieved by the in- 
termixture of dialogue, but %i\[\ principal \ then, subordinate 
to the dialogue ; then digressive, and /// connected with 
the piece ; then borrowed from other pieces at pleasure — 
and so on, to the fiddles and the act-tunes, at which 
Dacier is so angry^ (See his Note p. 335.) The per- 
formers in the orchestra of a modern theatre, are little, 
I believe, aware, that they occupy the place, and may 
consider themselves as the lineal descendants, of the 
antient Chorus, — Orchestra (ofx»»rfa) was the name Of 
that part of the antient theatre, which was appropriated 
to the Chorus. [Jul. Pollux, IV./>.423.] 
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Speech^; as, for instance, to prove, to confute, to 
move the passions — pity, terror, anger, and the 
like ; to amplify, or to diminish. But it is evident^ 
5 that, with respect to the things themselves also^ 
I when the Poet would make thetn appear pitiable, 
or terrible, or gres^t, or probable, he must draw 
from the same sources ; with this difference only, 
that, in the drama, these things must appear to 
be such, without being shew?i to be such^; 
whereas, in oratory , they must be made to appear 
so by the speaker, and in consequence of what he 
says : otherwise, what need of an orator, if they 
eilready appear so, in themselves, and not through 
his eloquence ? 

XXIIL 

dIctwv ^ With respect to Diction, one part of its theory 
''fV^^in ^^ ^^^^ which treats of the figures'' of speech; 

such 



* See Harris's Philolog. Inquiries, p. 173, &c. 
' Things themsehes^^u e. the events, incidents, &c. of 
the fable, as opposed to the sentiments, or thoughts. Sec 

the NOTE. 

^ The circumstances which form the fable of Lear, 
Othello, Oedipus, &c. are such, as must of themselves, 
always appear in the highest degree atrocious, terrible, 
piteous, &c. whether the Poet be a Shakspeare, or a 
Tate, See the note. 

^ Figures of speech — ^not in the usual sense of that 
expression ; as appears, indeed, from his instances. See 
the note; and Hermes, I. 8. about the modes : parti- 
cularly^ NOTE (c.) 
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such as, commanding^ entreating^ relating ^ mena- 
cing^ interrogating^ ansfwering^ and the like. 
But this belongs, properly, to the art of actings 
and to the professed masters of that kind. The 
Poe/'s knowledge, or ignorance, of these things, 
cannot any way materially affect the credit of 
his art. For who will suppose there is any justice 
in the cavil of Protagoras — that, in the words. 



" The wrath, O goddess, sing ," the Poet, where 



t). 



he intended a prayer, had expressed a command: 
for he insists, that to say, Do this, or do it not, is 
to command. — ^This subject, therefore, we pas3 
over, as belonging to an art distinct from that 
of Poetry. 

XXIV. 
To ALL Diction, belong the following parts %^i^^wn 
— the lettery the syllable, the conjunction^ the JDicTtow, 

f or 

noun, the 'verb, the article, the case, the dis- jQanouace 

, AngeneraL 

course or speech. 

1 • A letter is an indivisible sound ; yet not all 
such sounds are letters, but those only that are 
capable of forming an intelligible sound. For 
thef e are indivisible sounds of brute creatures;- 
but no such sounds are called letters. Letters 
are of three kinds ; vowels, semivowels, and mutes. 
The vozvel, is that, which has a distinct sound 

without 



* In the opening of the ///W. 
VOL. I. M 
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without articulation^; as A, or O. — ^The send'- 
vctvelj that which has a distinct sound with 
articulation, as S, and It. The tnute^ that which, 
with articulation, h^ yet no sound by itself; but 
joined with one of those letters that have some 
sound) becomes audible ; as, G, and D. These 
^all differ from each other, as they are produced 
by different configurations, and in different parts, 
of the moutli ; as they are aspirated or smooth, 
long or shcMTt ; as their tone is acute, grwoe, ot 
intermediate : the detail of all which, is the 
business of the metrical treatises. 

2. A syllable J is a sound without signification! 
composed of a mute and a vowel : for G R, 
without A, is not a syllable; with A, as 
GRA, it is. But these differences, also, are 
the subject of the metrical art 

3. A corh 

• Literally, percussion : i e. of the tongue against the 
palate, or teeth, the lips against the teeth^ or against each 
other, and all tlie other modes of consonant articulation* 
See Hermes^ III. 2. p. 322. where they are called 
** contacts^ Dacier makes sad confusionTiere, both in 
his vei*sion, and his notes, by confounding ^e names of 
the consonants, when vowels are prefixed, or put after 
them, to make them separately pronounciile, (Te, cF, 
cL, &c.) with their powers in composition-^zs elements 
of words. Thus, it is strictly true, that S and R, have 
a sounds without the assistance of a vowel, merely by 
their mode of articulation. But D, or G, have no sound 
at all hy themselves. The semivowels are 1, m, n, r, Sa 
{Dion, Halicarn. Dc Struct. Or at. Sect. 14.) 
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3. A conjunction^ is a sound without significa* 
tion, ******** of such a 
nature, as, out of several sounds, each of them 
significant, to form one significant sound \ 

4. An articky is a sound without signification, 
which marks the beginningy or the end of a sen* 
tence; or distinguishes^ y as when we say, the 
word pnfAi — the word w-gfi, &c. 

********* 

5. A nouny is a sound, composed of other 
sounds ; significant, without expression of time ; 
and of which no part is by itself significant : for 
even in double words, the parts are not taRen in 
the sense that separately belongs to them. Thus, 
in the word TheodoruSy doru^ is not significant'. 

6. A verby is a sound composed of other 
sounds ; — significant — with expression of time-^ 
and of which, as of the noun, no part is by itself 
significant. Thus, in the words, many whitCy in* 
dication of time is not included : in the words, 

he 

• See Hermesy p. 239, Nate (a). Here are, in the 
original^ two definitions ; one intelligible, and one unin* 
telligible. I believe I shall easily .be excused for giving 
the reader the intelligible definition only. See the note. 

• Hermesy p. 216, &c. 

• The name, TheodoruSy is derived from Thcosy God, 
Hftnd Dorofiy a gift. Yet when the word is used, it stands 
for neither of these ideas, but merely for the individual 
so named. 

^ M 2 
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he zcalks^ he walked^ Sec. it is included ; the one 
expressing the present time, the other the past. 

7, Cases belong to nouns and verbs. Some 
eases express relation; as of, to\ and the like: 
others, number ; as mafif or t?ienj &c. Others 
relate to action or pronunciation * : as those of 
interrogation^ of command^ &c. for, l^otiict\ 
{did he go?] and, paA$«, [^0,] are verbal cases 
of that kind. 

8. Discoarse^ or speech^ is a sound significant 
composed of other sounds, some of which are signi- 
ficant by themselves : for all discourse is not com- 
posed of^(rerbsand nouns; — the definition of Alan^ 

for 



* These only^ in modern grammar, are called "cases: 
itk, Artstode, number^ whether in noun or verb, and die 
tenses^ and modts^ (or moods f) of verbs, are comprehended 
under that term; because cases^ (vt^mhei^ — casus) are 
endings^ termnations^ inflections^ &c. and, in the learned 
languages, aU the above mentioned differences of 
meaning are expressed bf different terminations. The 
French use chute^ the literal translation oi casus ^ In the 
sense of termination, — " La chute d*une periode," &c. 
Ani Jail is used, in our poetical language, for a close, or 
cadence^ in music« 

That strain again — // had a dying fall, 

Merch. of Venice. 
And so Milton in Comusy v. 251. 

* These modes, are the same which he calls^ttr/5 of 
speech f Sect. 2j. Sec the kote. 

' The definition alluded to appears to be this, lite« 
rally rendered: " A terrestrial animal ivitA two/eet.^* 
({^ 9rsio9, itvtsp,) See the kot£. 



\ 
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for instance. Discourse, or speech, may subsist 
without a ^trh : some significant part, however, 
it must contain ; significant, as the word Cleon 
is, in, " Ckan walks'^ 

A discourse or speech is one, in two senses; 

either as it signifies one thing, or, several tl>ings 

Tnade one by conjunction. Thus, the Iliad is one 

by conjunction : the definition of Man, by signi- 

fying one things 

XXY. 

. Of WORDS, some are single — by which I mean, 1 j i^*®»«* 
<;omposed of parts not significant; and someij ^ 
double : of which last, some have one part signi- 
ficant, and the other not significant ; and some,] 
both parts significant. A word may also be 
triple, quadruple, &c. like many of those used by 
the Megaliotce ; Bs, Hamocaico.ranthus'^. Everyn 
word is either common, or foreign, or metapho4 1 
rical, or ornamental, or invented, or ej^tended, on ' 
contracted, or aliered '. 

By COMMON words, I mean, such as are in 
general and established use. — By fobjeign, such 

as 

^ A strange word, and how it was applied we know 
not. It appears to be a consolidation of three Astatic 
rivers — the Hermus, the CaicuSy and the Xanthus. 

• • See the last paragraph of note 190 ; an obseiva- 
tion of importance to the right understanding of thi$ 
enumeration. 

M 3 
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as belong to a different langtiage : so that the 

same word may, evidently, be both cammony and 

foreign, thouglT not to the same people. The 

word Ziyuvov, to the Cyprians is cbrnmon, to us, 

foreign. 

A metaphorical' word is a wwd trans- 
/ ferred from its proper sense ; either fit)m genu$ 
I to specks y or from species to gentis, or from one 
I species to another, or in the way of atialogjf. 

1 . From genus to species : asj 
Secure in yonder port my vessel stands'. 

For, to be at anchor, is one species of stanAng 
or being^r^rf*. 

2. From species to genus : as, 
-*-•----•» to UiysseSy 

A thousand generous deeds we owe - - '. 
t'or a thousand is a certain definite many, which 
is here used for many, in general. 

3. From 

• For the general sense^ in which metapharical is here 
used, see die beginning of note 183. 

' From Homer, Od. A. 185. — In Pope*s translation« 

I- 237- 

*' Far from your capital my ship resides.^^ 
This would not answer my purpose, because the meta« 
phor is changed. 

* How widely diiFerent is the metaphor, when wo 
talk of a ship riding at anchor ! 

' //.B. 272.— In Pope, IL333»— tut ^'^ metaphor 
is opt retained. 
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3. From (mt specks to another^: as, 

XaXK(a oivro ^XV APTSAS. 
And, 

TAM' oiret^u xotkKca. 

For here, the Poet uses t«/x«v, /o cut off^ in- 
stead of »(\ic-aiy to drcewforth^ and 0?^ uo*a(i instead 
of T«f4«v : each being a species of taking away. 

4. In the way of flf;wi/(Cg;y— when, of four 
terms, the second bears the same relation to the 

jftrsty as the fourth to the /A/rrf; in which case, 
the fourth may be substituted for the second^ 
and the second for the fourth. And, sometimes, 
the proper term is also introduced, besides its 
relative term. 

Thus, a oip bears the same relation to Bacchus, 
as a ^Aie^ to Ji^r^« A shield, therefore, may be 
called the cup of Mars^ and a cup, the shield of 
Bacchus. Again — evening being to day, what 
old age is to life, the evening m^y be called the 
old age of the day^ and old age, the evening of 
life ; or, as Empedocles has expressed it, " Life's 
setting sun*." It sometimes happens, that there 
is no proper analogous term, answering to the 

term 

* This, and the next species, only, answer to what 
we call mefi^hor-^thc metaphor founded on resemblance. 
The two first species belong to the trope denominated, 
since Aristode's time, Synecdoche. 

* " Thy sun is set^ thy spring is gone." 

Gray — Ode on Springs 

*' Yet hath my night of life some memory." 

Shaispeare^ Com. of Errors-^hst scen^. 
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term borrowed; which yet may be used ia the 
same manner, as if there were. For instance: 
to satVf is the term appropriated to the action of 
dispersing seed upon the earth ; but the disper- 
sion of rays from • the sun is expressed by no 
appropriated term ; it is, however, with respect 
to the mris lights what sawing is with respect 
to seed. Hence the Poet's expression, of the 

sun — 

" - - - SOWING abroad 

" His heaven-created flame/' 
There is, also, another way of using this kind of 
metaphor, by adding to the borrowed word a 
negation of some of those qualities, which belong 
to it in its proper sense : as if, instead of calling 
a shield the cup of Mars ^ we should call it the 
wineless cup*. 

An INVENTED word, is a word never before 
used by any one, but coined by the Poet himself; 
for such, it appears, there are; as EPNTTAI^ for 
KEPATA, horns, or APHTHP f for lEPETZ, a 
priest. 

A word is extended, when for the proper 
vowel a longer is substituted, or a syllable is in* 

sorted. 

* For the ornamental word, or the ornament^ (mafA^) 
as Aristotle calls it, the definition of which should have 
come in here, see note 190. 

* ^i, e. Branches ; which we also use for the horns of 
a stag. But Aristotle means a new wordy not a new 
application merely, of a word already in use. 

t A supplicator : literally, a prayer, taken in the sense 
ofone who prays ; as seer is used for prophets 
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serted. — A word is contracted, whensome part 
of it is retrenched. — ^Thus, voXH®*, for iroXE®% 
and TlyiKtii»ii<a for llyi\Btot,hj are extended words : 
contracted, such as KPI, and Aft, and OY^: e. g. 

- - - fnx yivBTM d[i(pOTBPcav OT^ 

-An ALTERED word, is a word, of which part 
remains in its usual state, and part is of the 
Poets making : as in 

AEHITEPON Tcetrct fia^ov^ 
JfgiTEPOS is for J«g*02. 

Farther ; nouns are divided into masculine^ 
feminine^ and neuter. The masculine are those 
which end in v, f, o-, or in some letter com- 
pounded of ff- and It mute ; these are two, ^ 
and 5. — The feminine, are those which end in 
the vowels always longy as u, or «; or, in », of 
the doubtful vowels : so that the masculine and 
the feminine terminations are equal in number ; 
^r as to 4" and J, they arc the same with termi- 
nations in «-* No noun ends in a mute, or a 
short vowel. There are but /Aree ending in 1; 
/4£Af, xojbbjKt, Trr&Tf^i : five ending in v: iri^v, v^iffVy 

yoy\)i iogVy dfv* 

The neuter terminate in these two last-men- 

tioned vowels, and in » and v. 

XXVI. The 

^ Kf<, occurs II. E. 196.— Aw, 11. A. 425. 

• Part of a verse of Empedoclesy quoted by Strabo, 
p. 364. Ed. Cas. 

• AB.393- 
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XXVI. 
or The excellence of diction consists in being per- 

Dicnoii. ^cuous without being mean. The most {perspi- 
cuous is that which is composed of common 
words ; but, at the same time, it is mean. Such 
IS the Poetry of Ckophon^ and that of Stkenelus. 
That language, on the contrary, is elevated, and 
ramote from the vulgar idiom, which employs 
unusual words : by unusual, I mean, foreign^ 
metaphorical^ extended — all, in short, that are not 
^ ccmnum words. Yet, should a Poet compose his 
diction ttitirely of such words, the result would 
be, either an senigma, oc a barbarous jargon : an 
i&nigma, if composed of metaphors ; a barbarous 
jargon, if composed of foreign words. — For the 
essence of an senigma consists in putting together 
things apparently inconsistent and i^npossibky 
undy at the same time, saying nothing hut what 
is true. Now this cannot be effected by the mere 
errangement ' of the words ; by the metaphorical 
use of them, it may ; as in this aenigma : 
A man I once beheld, [and wondering view'd,] 

Who, on another, brass with fire had gle w'd *. 

With 

■ By mere airangement or construction of words 
used in their ^r^^^r senses, you may produce nonsense^ or 
ambiguity ; but not, an inconsistent and impossible, yet clear ^ 
weaning. 

• Sec the note. The operation of cupping is meant, 
which the Greeks performed with an instrument of 
hrass. 



\ 
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With resect to barbarism, it arises from the 
use ofjhreign words. A judicious intermixture 
is, therefore, requisite. 

Thus, ihejoreign word, the metaphorical, the 
ornamental, and the other species before men- 
tioned, will raise the language above the vulgar 
idiom, and common words will give it perspicuity* 
But nothing contributes more considerably to pro- 
duce clearness, without vulgarity, of diction, than 
extensions, contractions, and alterations, ofword$: 
for here, the variation from the proper form, 
bebg unusual, will g^ve elevation to the expres- 
sion ; and, at the same time, what is retained of 
usual speech will give it clearness. It is without 
reason, therefore, that some critics have censured 
these modes of speech, and ridiculed the Poet' 
for tlie use of them; as old Euclid^ did, ob- 
jecting, that *^ versification would be an easy 
" business, if it were permitted to lengthen words 
" at pleasure :*' — and then giving a burlesque 
example of that sort of diction : as, 

# * » * * * • 

« « « , * * * *5 

Undoubtedly, 

' Homer. ♦ Not the Geometrician. 

' [ have omitted the examples— ^wp lines of incurablo 

corruption ; the *' confusiorC^ of which is *^ worse con^ 

fmnded^^ by an endless variety of various readiiiigs, which,, 

after all, are only so many dijSerent shades of nonsense* 

See the NOTE. 
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Undoubtedly, when these licences appear to 
be thus purposely used, the thing becomes ridi- 
culous. In the employment of all the species 
of unusual words, moderation is necessary : for 
metaphors, foreign words, or any of the others, 
improperly used^ and with a design to be ridi- 
ealous, M'ould produce the same eflfect But 
how great a difference is made by a proper 
ted temperate use of such words, may be seen 
in heroic verse. Let any one only substitute 
common words in the place of the metaphorica], 

r 

the foreign, and others of the same kind, and 
he will be convinced of the truth of what I say. 
For example : the same Iambic verse occurs 
in uEsckj/lus^ and in Euripides ; but, by means 
of a single ^Iteration — the substitution of a 
foreign^ for a common and usual word, one 
of these veraies appears beautiful, the other 
ordinary. Fg/r JEscki/luSy in his Philoctetes\ 
says - • - 

9xyiSutvaj 17 [jlh (ru^jcug ES0IEI TroJ'®^!'-*- 
The cankerous wound that eats my flesh. 



But Euripides^ instead of Mtet [eats'] uses 
OOINATAI. 

The same difference will appear, if, in this 
verse. 



• 

* We have neidier of the Tnigcdie« here alluded to. 
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NwkfjC uav OAirOi Ti xou OTTIAANOS 
%m AKIKr2% 

ue substitute common words, and say, 

Nuv ^6 jit' erai/ MIKPOS t£ xcii A20ENIKOS 
xou AEIAHS. 

So, again, should we for the following, — 

Aifp^ov AEIKE AION xotra^ei^, OAirHN « 



TfaTiTE^ai/— 



substitute this : — 
' Ai<p^ov MOXeHPON xaraflg/^, MIKPAN r& 

Or, change— HToMf BOOflSIN'— The clifFs re- 
beUm—Ui Hle>ts KPAZ0T2IN— The cliffs re- 
sound. 

Ariphrad^^ also, endeavoured to throw ridicule 
upon the Tragic Poets, for making use of such 
expressions as no one would think of using In 
common speech; as, iu^nrm d-nro, instead of 
sisro SuiMocTioy : and 2EGEN — and, lyu <5f NIN — 
and, A;^^AXfwi vifif instead of ^«f * A^iXhiu^y &c. 

Now 

- ^■' - ■ - - -^-^^-^ ■ - — — — ^.,— _— ^_^^_^_^— .^^_. y , .. ^ ■ ■ ■ _ -,- - ^ . ^ — —■ ■ ti l m. T - jr i.! -T~T-r'r 

a 

\ 

' Odyssey IX. v, 515. of the mpud. It is obvious 
chat these differences cannot be preserved in a trans^ 
lation. 

« Od. T. 259. 

* IL P. 265.-— Pope*s line is, 

^ And (Jist§»t rock? rebellow to the roar." 

xyii;3i5. 
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Now it is precisely owing to their being not in 
common use, that such expressions have the effect 
of giving elevation to the diction. But this he 
did not know *. 

To employ with propriety any of these modes 
of speech — the double words, the foreign, &c. — is 
a great excellence: but the greatest of all, is to 
be happy in the use of metaphm^ ; for it is this 
alone which cannot be acquired, and which, con- 
sisting in a quick discernment of resemblances^ is 

a certain mark of genius'. 

Of 



' Aristode's thorough contempt of die cridc, and his 
criticism, could not have been more strongly marked dian 
by this short and simple expression. [ — m&t^ 3l Tirrs 
nrfosi !] 

* Metaphors are, evidendy, much more important, 
and more of the tssence of Poetry, than the other sorts of 
words. It is very easy, and very commonly practised by 
Poets of no genius or originality, to copy the technical 
language, xheformulay as it were, of Poetry — compound 
epithets, obsolete words, &c. These occur but now and 
then: metaphorical expression is continually wanted; 
and the beauty, force, and novelty of it, depend on the 
writer's own imaginadon. Indeed, almost all the beauty 
of Poetry, as far as language is concerned, all that dis-^ 
tinguishes the Poet of genius, from the versifier who 
trusts solely to his ear, and to his memory, arises from 
the uncommon znd original use of metaphor i especially, 
taking that word in Aristotle's latitude, as comprehending 
all tropical expression. Hercy however, he plainly has 
aur metaphor chiefly in view ; — the metaphor founded 
on resemblance. 
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Of the different kinds erf words, the double are\ 
best suited to Dithyrambic Poetry ; the foreign \ 
to Heroic; the metaphorical to Iambic. la 1 
Heroic Poetry, indeed, they have all their place ; | 
biit to Iambic verse ', which is, as much as may 
be, an imitation of common speech % those words 
whidi are used in common speech are best 
adapted ; and such are, the common^ the nwta- 
phoricaly and the ornamental. 

Ccmcerning Tragedy, and the imitation by 
ACTION, enough has now been said. 

' The verse of Tragedy. See the KOTE. 
♦ See above— P^r/ I. Sect, 7. 
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PART III. 

OF THE EPIC POEM. 

1. 

^Mo*- \yV^^'^^ respect to that species of Poetry 
TirToi which imitates by narration, and in 

^^y hexameter , verse, it is obvious, that the fable 
ought to be dramatically constructed '^ like that 
of Tragedy: and that it should have for its 
subject one entire and perfect action^ having a 
beginningy a middle^ and an end\ so^ ha t , f ori U " 
10^ like an 9LmfafAi-9k €ompkU mh^ 
... afford its j5iMpe^*-pleas«re: widely differing, in 
its construction, from history, wbicli necessarily 
treats, not of one action^ but of one time ;-€»^ of 
all the events that happened, to one person, or to 
many,* during that time ; events, the relation of 
which, to each other, is merely casual h For, as 
the naval action at Salamis, and the ikttle with 

' ' the 

■—' ■ f I I I II I I I III ■ I ^ II ■■111 1 .1, ■ ... II 

* See below, 5«f/. 3. 

* I. e. Opposed, (as appears from what follows,) to 
that which history gives. Unity of interest is essential to 
the pleasure we expect from the Epic Poem ; and this 
cannot exist, at least, in the degree rec[uired, widiout 
unity of action, 

* Compare, Part II. Sect, 5, 7, and 8. 
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the Carthaginians in Sicily, were events of the 
same time, unconnected by any relation to a 
common end, or purpose ; so also, in successive 
events, we sometimes see one thing follozo another, 
without being connected to it by such relation. 
And this is the practice of the generality of 
Poets. Even in this, therefore, as we have 
before observed*, the superiority of Homers 
genius is apparent, that he did not attempt to 
bring the whole war, though an entire action with 
beginning and end, into his Poem. It would have 
been too vast an object, and not easily compre- 
hended in one view ^ : or had he forced it into a 
moderate compass, it would have been perplexed 
by its variety^. Instead of this, selecting one part 
only of the war, he has, from the rest, introduced 
many Episodes — such as the catalogue of the 
shipSj and others — by which he has diversified 
his Poem. Other Poets take for their subject 
the actions of one person^ , or of one period 

of 

♦ Part 11. Sect. 5. v « See Part JL Sect. 4. 

• Because " the length of the whole would^'' then " not 
^< admit of a proper magnitude in the parts \^^ and, thus, 
an Epic Po^w constructed upon an historical plan, would 
be exactly in the same case with a Tragedy "con- 
structed on an Epic plan^^ Sec Part II, Sect. 2a, and 
NOTE 153. 

• » Part 11. Sect. 5. 

VOL, !• N 
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of timely or an action which, though owe, is 
composed of too many parts. Thus, the author 
of the Cj/priacSy and of the Little Iliad ^. Hence 
it is, that the Iliad, and the Oj>yssey, each 
of them, furnish matter for one Tragedy, or two, 
at most; but from the Cypriacs many may be 
taken, and from the Little Iliad, more than 
eight; as, The Contest for the Arrmur^j 

PhiloctetcSy 

' Of this kind seems die Poem of Jriosto, the exor- 
dlum of which, not only expresses the miscellaneous 
variety of his matter, but, also, his principle of unity. 

Le Donne, i cavalier, I'arme^ gli amori, 
Le cortesie, I'audaci imprese, io canto, 
Che fur ^/ tempo che passaro i Mori, &c. 

jJriosto^s expedient v«^as, to " intertwist the several actions 
" together, in order Jo give something like the appear- 
*^ ance of one action," to the whole, as has been ob- 
served of Spenser : ^Letters on Chivalry^ &c.] he has given 
his Poem the continuity of basket-work. Or, if I may 
be indulged in another comparison, his unity, is the 
unity produced between oil ahd vinegar :by 3haking them 
together; which only makes them separate hy smaller 
portions. 

^ So called, to distinguish it from the Iliad of Homer, 
of which it seems to have been a continuation. See the 

NOTE. 

i. e. Between Ajax and Ulysses. jEscAylus wrote a 
Tragedy on tliis subject, of which the 4i^x of Sophocles 
is the Sequel. — Dacier. 
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Phibctetes *, Neoptolemus^ Eurypylas ^, TJie 
Vdgrant\ The Spartan Women^ The Fall of 
Troy^ The Return of the Fleet \ Sinon ^, and 
The Trojan Women ^. 

Again— the Epic Poem must also agree with 
the Tragic^ as to its kinds : it must be simpky or 
complicated^ moraly or disastrous^. Its parts, 
also, setting aside Music and Decoration, are the 
same ' ; for it requires Revolutions, DiscoverieSy 
and Disasters; and it must be furnished with 
proper sentiments and diction: of all which 
Homer gave both the first, and the most perfect, 
example. Thus, of his two Poems, the Iliad is 
of the simple and disastrous kind ; the Odyssey y 
complicatedy (for it abounds throughout with dis- 
coveries,) 

< > ,■■ i. ' i I II ■ "I'l ■ ^ ■■ I ■■■«■■ 

* The Philoctetes of Sophocles only remains, 

^ Of the subject of this, and the preceding drama, we 
know nothing. 

* See Pope's Odyssey, IV. 335. but what is there 
rendered slave^ is, in Homer, beggar ^ or vagrant. The 
story is also touched by Euripides, in his Hecuba, See 
Potter^ s Tr ami, y. 2^ Oy&cc. ^ , 

1 

^ See the latter part of note 116. 

* The story is well known from Virgil, -^«. 2,— 
S<q)hocles wrote a Tragedy of this title. 

^ A Tragedy of this name by Euripides is extant. 
See The Trojan DameSy in Mr. Potter's translation. 

f See part II. S^ct. 19. ^ Part I. Sect, 9. 

N2 
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c^veries',) and moraL Add to this, that in 
language and sentiments he has surpassed all 

Poets. 

II. 

In what The Epic Poem differs from Tragedy, in the 

they ' * . . o ^ 

DiFFEE- length of its plan, and in its metre. 

With respect to lengthy a sufficient measure 
has already been assigned *. It should be such, 
as to admit of our comprehending at one view the 
beginning and the end: and this would be the 
case, if tlie Epic Poem were reduced from its 
ancient length, so as not to exceed that of such 
a number of Tragedies, as are performed suc- 
cessively at one hearing ^ But there is a circum^ 
stance in the nature of Epic Poetry which affords 
it peculiar latitude in the extension of its plan. 
It is not in the power of Tragedy to imitate 
several , different actions performed at the scrnit 
time ; it can imitate only that one which occupies 
the stage, and in which the actors are employed. 

But, 

■ See Pope's translation, XVI. 2o6, &c. where 
Ulysses discovers himself to Telemachus : XXI. 21 2. 
to the shepherds. — XXIII. 21 1. toj^enelope. — XXIV, 
375. to his father. — IX. 17. to Alcinous. — ^IV. 150, &c, 
. Telejnachas is discovered to Menelaus by his tears; 
V. 189, to Helen, by his resendBlance to his father, — 
XIX. 545. Ulysses is discovered to the old nurse, by 
the scar. 

* See the preceding Sect, and Part II. Sect. 4, 
' In the dramatic contests. See the note. 
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But, the Epic imitation^ being narrative, admits 
of many sucli simultaneous incidents, properly 
related to the subject, which swell the Poem to a 
considerable size. 

And this gives it a great advantage, both in 
point of magnificencey and, also, as it enables the 
Poet to relieve his hearer *, and diversify his 
work, by a variety of dissimilar Episodes : for it 
is to the satiety naturally arising from similarity 
that Tragedies frequently owe their ill success. 

With respect to metre, ihe heroic is established 
by experience as the most proper ; so that, should 
any one compose a narrative Poem in any other, 
or in a variety of ipetres, he would be thouglit 
guilty of a great impropriety. For the heroic is 
the gravest and most majestic of ajl measures ; 
and hence it is, that it peculiarly admits the use 
oi foreign and metaphorical expressions ; for in 
this respect also, the narrative imitation is 
abundant and various beyond the rest. But the 
Iambic and Trochaic have more motion y the 
• latter being adapted to dance, the other to action 
and business. ^ To mix these different metres, as 
ChcEremon has done, would be still more absurd. 
No one, therefore, has ever attempted to com- 
*pose a Poem of ^ extended plan in any other 
than heroic verse; nature itself, as we before 
observed^, pointing out the proper choice. 

♦ " Hearer, ^^ — Sec Disserts I. p. 64, 65. 

* Purt I. S€Ct. J. 

1^ 3 
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III. 

Epic Anions the many just claims of Homer to 

shoi.id be our praise, this is one — tliat he is the only Poet 

•'"AMATIC * •'^ 

and who sccms to havo understood what part in his 
Poem it was proper for him to take himself. The 
Poet, in his own person, should speak as little as 
possible; for he is not then the hniiator^. But 
other Poets, ambitious to figure throughout, tliem- 
selves^, imitate but little, and seldom. Homer, 
after a few preparatory lines, immediately in- 
troduces a man, a woman, or some other cha- 
racter*; for all have their character — no where 
are the manners neglected. 

» 

IV. 

rp'<^ The surprising \s necessary in Tragedy f; but 

WONDERFUL thc Eplc Pocm goes farther, and admits even the 

luore easily ' ^ ^ ^ . 

and improbable and incredible^ from which the highest 

in a greater , . . o 

dc^rt e tiiaii dcgrcc of thc surpnsmg results, because, there, 

Tragedy. 

the 



* Strictly speaking. See Dissertation I. ^» 37- . 

^ This is remarkably the case with Lucan\ of whom 
Hobbes says, that " no Heroit Poem raises such ad- 
<< miration of the Poety as his hath done, though not so 
*' great admiration of the persons he introduceth^'-^ 
\lDhc. concerning the Virtues of an Heroic Poem.'} 

* As, gods, goddesses, allegorical beings, &c, 
t See above, Part II. Sect. 7. p. 129, 130. 
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the action is not seen*. The circumstances, for 
example, of the pursuit of Hector by Achilles, 
are such, as, upon the stage, would appear ridi- 
culous; — the Grecian army standing still, and 
taking no part in the pursuit, and Achilles 
making signs to them, by the motion of his head, 
not to interfered, But in the Epic Poem this 
escapes our notice. Now the wonderful always 
pleases ; as is evident from the additions which 
men always make in relating any thing, in order 
to gratify the hearers. 

« 

It is from Homer principally, that other Miction 

* * •' now made 

Poets have learned the art oi feigning well. It to pass a& 

consists 

♦ The best comment to which [ can refer the reader 
upon all this part of Aristode,^is to be^ found in the loth 
of the Letters on Chivalry and Romance^ in which the 
//tf//fl« Poets, and the privileges of genuine Poetry, are 
vindicated, with as much solidity as elegance, against 
those, whom Dryden used to call his ** Prose Critics*^ — 
against that sort of criticism *^ which looks like philosophy^ 
and is not.** — Dr» nurd's Dialogues^ iffc. vol. iii. 

^ Pope's Iliady XXII. 267. — Perhaps, the idea of 
stopping a whole army by a nod, or shake of the head, 
(a circumstance distinctly mentioned by Homer, but 
sunk in Mr. Pope's version,) was the absurdity here 
principally meant. If diis whole Homeric scene were 
represented oti bur stage, in the best manner possible^ 
there can be no doubt, that the effect would justify 
Aristode's observation. It would certainly set tho 

audience in a roar. O 

K H 
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IMPROBABLB 

a/id 

ABSURD. 
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consists in a sort oi sophism. When owe thing is 
observed to be constantly accompanied,^ or fol- 
lowed, by another^ men are apt to conclude, that, 
if the latter m, or has happened^ the former must 
also bcj or must have happened. But this is an 
error. * * * * * # * ^qt^ knowing 
the latter to be true, the mind is betrayed into 
the false inference, that Xhe^rsf is true also". 

VI. 

Of the jj^g p^jg|. should prefer impossibilities* which 
appear probable, to such things as, though 
possible, appear improbable. Far from producing 

a plan 

\ 

' For an attempt to explain Aristotle's meaning in this 
difficult passage, which, I think, has not hitherto been 
understood, I must refer the reader to the note. 

* This includes all that is called yi/fj, machineryj 
ghosts, witches, enchantments, &c. — things, according to 
HobbeSy ** beyond the actual bounds, and only within the 
** conceived possibility of nature.** [See thd Letters on 
Chivalry y as above.] Such a being as Caliban^ for ex- 
ample, is impossible. Yet Shakspeare has made the 
character appear probable i not certainly, to reason^ but to 
imagination: that is, we make no difficulty about the 
possibility of it, in reading. Is not the Lovelace of 
JRichardson, in this view, more out of nature, more im- 
probable, than the Caliban of Shakspeare ? The latter is, 
at least, consistent I can imagine such a monster 
as Caliban: I never could iaiagine such a man as 
Lovelace* 
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a plan' made up of improbable incidents, he 
should, if possible, admit no one circumstance 
of that kind ; or, if he does, it should be cvterior 
to the action itself*, like the ignorance of Oedipus 
concerning the manner in which Laius died ; not 
within the drama, like the narrative of what 
happened at the Pythian games, in the Electra^; 
or, in The Mysians^ the man who travels from 
Tegea to Mysia without speaking^. To say, that 

without 

3 The general plan, story y or argument y as PartW. 
Sect. 17, including events prior to the action, but neces- 
sary to be known. 

♦ See the beginning of the Oedipus of Sophocles. 
Though die ignorance of Oedipus appears in- the drama 
itself, yet the circumstances^ upon which the improbability 
of that ignorance depends (his coming to Thebes, marrying 
Jocasta, and living with her twenty years^) are exterior to 
the drama: i. e. prior to the opening of the action. See 
above, Part II. Sect. 15. 

' See Brumoy, Th. des Grecs, I. p. 428. I believe he 
is right in understanding the absurdity here meant to 
be — '' d'avoir fait raconter com me inconnue, unc chose 
** dont Clytemnestre auroit pu sgavoir d'ailleurs la verite 
*< ou la faussete, surtout s*agissant i^Oreste qu'elle craig- 
** noit.'* — The games in question were probably fre- 
quented by all Greece, and whatever happened at them,, 
must have been matter of such public notoriety, that a 
fraudulent account would have been liable to immediate 
detection. 

* Respecting this Tragedy, see Remark 30. 



l86 Of the Epic Poewu [paut III. 

without these circamstances the £aible would have 
been destroyed, is a ridiculous excuse: the Poet 
should take care, frcMn the first, not to construct 
his fable in that manner. If, however, any thing 
of this kind has been admitted, and yet is made 
to pass under some colour of probability, it may 
be allowed, though even, in itself, absurd. Thus 
in the Odyssey'', the improbable account of the 
manner in which Ulysses was landed upon the 
shore of Ithaca, is such, as in the hands of an 
ordinary Poet, would evidently have been into- 
lerable: but here, the absurdity is concealed 
under the various beauties, of other kinds, \^Tth 
which the Poet has embellished it. 

The Diction should be most laboured in the 
idle parts* of the Poem — those, in which neither 

mannerSy 

y See Pope's TransL XIII. 138, and the w/^ there, and 
on v. 142. Homer seems, clearly, to have imagined this 
circumstance^ for the sake of the interesting scene which 
follows when Ulysses wakes. See v. 220, &c. Of the 
original, v. 187. • 

• In the strictly narrative or descriptive p2LriS9 where the 
Fiet speaks in his own person, and the imitati$Hj tht 
drama, which Aristotle considers as the true business g( 
Poetry, is suspended. These he calls the idle parts. The 
expression is applicable also to Tragedy ; for though its 
imitation is throughout, yet every drama must have its 
comparatively idle parts. Such is the description above 
alluded to, of the chariot-race, in the Electra of Sophocles. 
The chorusses also may, in a great measure be so 

consideredi 
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piannerSy nor sentiments^ prevail ; for the manners 
and the sentiments are only obscured by too 
splendid a diction \ 

considered ; and in them, accordingly, the language is 
•* laboured " and " splendtd.^^ — In Epic Poetry, these 
parts are of great importance to that variety which 
characterizes the species. [See above, SectAlJ] In so 
long a work, relief is wanted, and we are glad to hear 
the Poet in his turn. 

^ The reader may wonder that Aristotle did not add— 
" nor passion,^' But that part of the Epic and Tragic 
Poem, which he calls the 5f;z//m^;z/j, includes the expression 
of passion. See Part II. Sect. 22. And die note here, 

* " His diction [ TAomsonh'] is in the highest degree 
^< florid and luxuriant ; such as may be said to be to his 
*^ images and thoughts both their lustre and their shade ; 
*^ such as invests them with splendour, through which 
^* perhaps they are not always easily discerned."— 
jDr. Johnson^s Life of Thomson. 
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PART IV. 

I • 

OF CRITICAL OBJECTIONS, 

AND THE PRINCIPLES ON WHICH THEY 

ARE TO BE ANSWERED. 



PRUfciFLuflT^ITH respect to critical objectioits ', 

Poetry ■ ▼ ▼ 
if to be 



DXfCNDED* 



and the answers to them, the number 
and nature of the different sources ^ ixoxn which 
they may be drawn, will be clearly understood, 
if we consider tfiem in the following manner. 

1. The 

' The original is, Problems. This a{^pears to have 
been a common title of critical works in Aristotle's time. 
Objections, censures, and the most unreasonable cavils, 
were conveyed in the civil form oi problems and questions. 
Thus, many criticisms on Homer were published under 
the title of Homeric Problems. 

The scope of this part of Aristotle's work is of more 
importance to his subject than, at first view, it may 
appear to be. In teaching how to answer criticisms, il,- 
in fact, teaches, (as far, I mean, as it goes,) what the 
Poet should do to avoid giving occasion to them, it 
seems, indeed, intended as an apology for Poetry^ and a 
vindication of its privileges upon true ^^^/iV^z/ principles, 
at a time when the art and its professors were unfairly 
attacked on all sides, by the cavils of prosaic philosophers 
and sophists, such as Ariphrades^ Protagoras y Euclid^ &c. 
and by the puritanical objections of Plato and his 
followers* 
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1 . The Poet, being an imitator, like the painter 
or any other artist of that kind, must necessarily, 
when he imitates, have in view one of these three 
objects ; — he must represent things, such as they 
were, or are^; — or such as they are said tobe^ and 
believed to be^^ — or, such as they should be^. 

2. Again : all this he is to express in words, 
either commoriy or foreign and metaphorical — or 
varied by some of those many modijications and 
peculiarities of language, which are the privilege 
of Poets. 

3. Tp thi? we must add, that what is right in 
the Poetic art, is a distinct eonsideration from 
what is right in the political^ or any other art. 
The faults of Poetry are of two kinds, essential 
and accidental. If the Poet has undertaken to 
imitate without talents for imitation, his Poetry 
will be essentially faulty. But if he is right in 
applying himself to Poetic imitation, yet in imi- 
tating is occasionally wrong ; as, if a horse, for 
example, were represented moving both his right 
legs at once ; — or, if he has committed mistakes^ 
or described things impossible^ with respect to 

other 

- - — - - ' ' — 

* Compare Parti. Sect. 2. 

* This opens the door for die marvellous; machinery, 
ghosts, witches, faery, &c. 

* Compare Part I, Sect, 3, — If, end of ^egt. 15, aud 
below. Sect, 5. 
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ot/ier oris, that of Physic, for instance, or any 
other — all «/cA feolts, whatever they may be, are 
not essential, but accidental taults^ in the Poetry. 

II. 

To the foregoing considerations, then, we must 
of the A ijave recourse, in order to obviate the doubts and 

hat I ' 

Prwcipfc.j objections of the critics. 

For, in the Jirst place, suppose the Poet to 
have represented things impossible with respect 
to some other art This is certainly a fault. Yet 
it may be an excusable fault, provided the end of 
the Poefs art be more effectually obtained by it; 
that is, according to what has already been said 
of that endy if, by this means, that, or any other 
part, of tlie Poem, is made to produce a more 
striking effect^. The pursuit of Hector is an 
instance*. If, indeed, this end might as well, or 
nearly as well,' have been attained, without de- 
parting from the principles of the particular art 
in question, the fault, in that case, could not be 
justified; since faults of eoery kind should, if 
possible, be avoided. 

Still we are to consider, ferther, whether a fault 
be in things essential to the Poetic art, or foreign 

and 

* Which is exacriy the case with Homer\ imjyrobable 
account of the lauding of Ulysses, mentioned abovCi 
Part III. Sect. 6. See Note 7, 

• PartlU.Sect./^. 



» I 
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and incidental to it : for it is a far more pardon- ' . 
able fault to be ignorant, for instance, that a hind 
has no horns'', than to paint one badly. 

HI. 

Farther: If it be objected to the iPoet, that he Applica- 
has not represented things conformably to truth^y of the 
he may answer, that he has represented them as principle. 
they should he. ' This was the answer of Sophocles 
— that " he drew mankind such as they should 
^^ be ; Euripides, such as they are." And this is 
the proper answer. 

But if the Poet has represented things in neither 
of these ways, he may answer, that he has re- 
presented thera as they are said and believed 
to be. Of tins kind are the poetical descrip- 
tions of the Gods. It cannot, perhaps, be said, 
that they are either what is best, or what is 
true ; but, as Xenophanes says, opinions "taken 
up at random :" these are things, however, not 
*' clearly known.'' 

Again — What the Poet has exhibited is, per- 
haps, not what is best, but it is the Jact ; as in 

the 

^ " ^ hind with golden horns^^ is expressly mentioned 
by Pindar in his 3d Olympic Ode, and by other Greek 
Poets. This inaccuracy in natural history, had probably 
been the subject of critical cavil. 

* i.e. to common nature. Above, he expresses it, by 
^* representing things such as they were^ or are^^ 
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the passage about the arms of the sleeping 

soldiers : 

- - - fixed upright in the earth 

Their spears stood by'. - ^ - 

For such was the custom at that time, as it is now 
among the lUyrians. 

, IV. 

Censure of In Order to judge whether what is saidj or done. 

IMMORAL 

tpeech by any character, be welly or i//, we are not to 

or . ' , 

action, consider that speech or action alone *, whether in 

liow to be ' ir 

examined. " ^ itselj 

^ Iliady X. 152. — In Pope's translation,^ v. 170, &c. — 
On what account this had been objected to by the critics, 
we are left to guess. Dacier, after Victorius, supposes 
the objection to be, that the spears, so fastened in the 
ground, could not be readily disengaged, ^in case of a 
sudden attack, I shall only observe, that by Homer's 
description of the truce in the 3d book, this appears to 
have been the usual position of their spears when no 
attack was apprehended, and in open day-light; which 
makes it the less surprising that it should have been 
objected to as an impropriety in a situation of nocturnal 
danger, such as is described in the passage referred to. — ■ * 
What Pope,III. 177, translates, " rest their spears,*' is, 
in Homer, " their spears were jixedP (— ^ofa V hyu^ 
(Moc^a nEnHTEN. v. 135.) 

' This is plainly connected with what precedes, which 

cannot be properly applied without taking in the con- 

' sideration of character^ circumstances^ motives^ &c.-^Thc 

speech of Satan, for example, in Farad. Lost^ IV, 32, 

taken in itself y is horrible ; referred to the character who 

5 speaks 
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ttself it be good^ or bady but also by whom it is 
spoken or done, to whom, at what timey in what 
manner y or for what end — whether, for instance, 
in order to obtain some greater good, or to avoid 
some greater evil. 

V. 

For the solution of some objections, we must ^^^''"^^" 
have recourse to the Diction. For example : ^Icty^d 

OTPHA2 fliV 'TT^CaTOV Principle. 

" On MULES and dogs the infection j^r^/ began*." 

Pope, 
This may be defended by saying, that the Poet 

has, perhaps, used the word »f»ia? in its foreign 
acceptation of sentinels^ not in its proper sense, 
of mules. 
So also in the passage where it is said oiDolon — 

— ^ - EIAOS fJL^v Ifjv K.oac^^ 

'^^*" Of/or;72 unhappy. - - - ^, 

-(<m^fmm 111? 

speaks it, nothing can be better. It is, poetically speaking, 
exactly what it shculd be. ♦ . 

* //. I. 69. — The reason of the objection here is not 
told, and has been variously guessed by the commentators. 
Probablyy the propriety of making the mules the first 
suflFerers, before horses and other animals, was the 
matter in dispute. The objection seems frivolous, and 
the solution improbable. 

' ILK. 316.— Pope, X. 375, has followed Aristotle^s 
interpretation: 

" Not blest by nature with the charms of face, 
But swift of foot, and matchless in the race." 

voLr I. ' O The 
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The meaning is, not, that his person was 
deformed, but, that liis face was ugly; for 
the Cretans use the word ETEIAES — " xvdl- 
formed" — to express a beautiful face. 

Again : 

ZnPOTEPON ^6 xsja*^*--^- 

Here, the meaning is not, " mix it strong,'' as for 
intemperate drinkers ; but, " mix it quickly'' 
2. The following passages may be defended by 

METAPHOE. 

** Now pleasing sleep had seal'd each mortal eye; 
**^ Stretch'd in the tents the Grecian leaders lie ; 
** The immortals slumber'd on their thrones 
above ^" Pope. 



The objection of the critics is supposed to have been, 
that an ill-made man, could not be a good racer. See 
Pope's Note. 

♦ Iliad IX. 267, 8. — Pope follows the common, and 
probably the right, acceptation 'of the word. ^* Mix 
** purer wine." — Aristotle's interpretation has not made 
its fortune with the critics. He seems to have produced 
it rather as -an exemplification of the sort of answer 
which he is here considering, than as an opinion in which 
he acquiesced himself. It was, probably^ an answer 
which Aad been given. The cavil, according to Plutarch, 
came from ZqHus, [See the Symposiac Prob, of Plut. V. 4. 
where this subject is discussed, and several other con- 
jectural senses of the word Za^orsgov are proposed.] 

* Beginning of JL II. — PF7iat it was that wanted 
defence in diis passage^ and that was to be taken meta- 
phorically, we are not told. That it was the rcprc- 

4 sen^adon 
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Again — 

" When on the Trojan plain his anxious eye 

" Watchful he/r'rfV -- - 
And— 

AvXcov av^iyym ff OMAAON ^. 

For, all', is put metaphorically^ instead of 

many ; all being a species of many. 

Here also — 

" The Bear alone, 

" Still shines exalted in th' aetherial plain, 
" Nor bathes his flaming forehead in the main #" 

Pope. 

sentation of the Gods as sleeping^ is the most probable 
conjecture. This is somewhat softened by Mr. Pope's 
'^ slumbered*'* Homer sny^--'^^ slept all the niglitj*-^ 
'Euhv Trawvxiou 

• Iliads X. V. 13. (of the Orig. v. 1 1.) But Pope's 
version was not litera) enough for my purpose. For the 
supposed objection,. see my note. 

^ Ibid. 15, 16. — Orig. 13. The sense of the ex* 
ample may be given, pretty closely, thus : 

*^ The distant voice of flutes and pipes he mark'd 
With wonder, and the " busy hum oi men." 

But this does not answer cxacdj' to the Greeks where 
the word, which I have rendered hum^ may signify either 
the hum or murmur of a multitude, or the multitude itself. 
See the note. 

* As the Greek word for all, does not occur in any 
of the preceding examples, we suppose some example, 
corresponding to this explanation, to have been lost, 

•'i.e. hy Synecdoche* See above, p. 166. 
' Iliad, XVIII. V. 565, 566, and see th^ note there, 

O2 
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Alone, is metaphorical: the most remarkable 
thing in any kind, we speak of as the only one. 

We may have recourse also, 

3. .To ACCENT : as the following passage — 

AI AOMEN Se 01 € J%©^ ocoeo'dott * — 

And this — to (asv OT xaTawvSgTa* ofA^gta^ — were 
defended by Hippias of Thasos. 

4. To PUNCTUATION ; as in this passage of 
Empedodes : — 

A/ij/a Jfi ^vifiT l<pvovTo rot mtv fiuGov uQavxr etvoUy 
ZXIPA TE TA nPIN AKPHTA --- 

i. e. -" - - things, before immortal^ 

Mortal became, and mixd before unmix'd^ 
[Their courses changed.] 

5. To 



* See Pope's Iliad, II. 9, and his note. For the 
Jesuitical distinction of Hippias*s Theology, see thjB 

NOTE. 

' II. Y. 328.— iPope's transl. XXIII. 402. — « un- 
*^ perished with the rains." According to a different 
accentuation of the word OT, in the original, it would 
mean, ^* wAere perished with the rains. '* — See the 

NOTE. 

♦ The verses allude to the two great physical prin- 
ciples of Empedodes^ which he chose to denominate 

friendship and strife, and in which modern philosophers 
have discovered the Newtonian principles of attraction 
and repulsion. He held everything to be formed of the 
four elements, and resolved into them again. Friendship 
was the uniting, strife, the separating, principle^ The 

elements 
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5, To AMBIGUITT; . as in — 7rafw;^uxiy ft 

JIAEHN yug.^ — where the word nAEHN is 
arobicruous. 

6. To CUSTOMARY SPEFXH : thus, winc mixed 
with water, or whatever h poured out to drink as 
wine, is called OIN02) —wine : hence, Ganymede 
is said— Au OINOXOETEIN^^— to " pour the 



*' WINE 



elements themselves, in their separate and simple state, 
were immortal \ the things compoijnded -oi them, were 
mortal'^ i.e. liable to be resolved into their first priA- 
ciples. — As far as we can make anything of this frag- 
ment^ it seems intended to express the two contrary 
changes of things ; from immortal to mortal, by the 
uniting principle, and from mortal to immortal, i.e. from 
mixed to unmixed, by the disimiting principle. But the 
words—'* mixed before unmixed^^ will, plainly, express 
either of these changes, according as we place the 
tomma, after mixed, or after before^ It is imagined, that 
the critics mistook the punctuation so as to make 
Empedocles express only the same change in different 
words, and then censured this, as inconsistent with the 
expression, " their courses pianged^'* [Sia^^aTTOvra Ke>sv9Hg 
— changing their ways,'\ 

5 IL K. 252. — Pope's translation, X. 298. The 
original says, " more than two parts of the night are past ; 
the third part remains." — This the cavilling critics cen- 
sured as a sort of hull. What is guessed to have been the 
answer, the reader may see, but I believe will hardly w/V; 
to see, in Dacier's notes. 

• //. T. 234. Pope, XX. 278, &c. — He renders it — 
" to bear the cup of Jove." 

03 
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^' WINE to Jove : " though wine is not the liquor 
of the Gods. This, however^ may also be de- 
fended by metaphor^. 

Thus, again, artificers in iron are called 
XaXiui; — literally, brasiers. Of this kind is the 
expression of the Poet — KinifAK norsvxrs KA££I- 
TEPOIO*. 

7. When a word, in any passage^ appears to 
express a contradictiorij we must consider, in how 
many different senses it may there be taken. 
Here, for instance — 

— TV ^ 'E£XET0 xolTocbov lyy^ — 

^* There stuck the lance'." Pope. 

— the meaning is, was stopped only, or repelled. 

Of 

; \ 1 

^ The metaphor from species to species. See p. 167.^4 

. * //. ^. 592. — Literally, " greaves of //»." But it is 
not customary speech with uSy to say //», for iron or steiL ' 
The Greek word for tin, however, appears to have been 
so used. — We are not here to understand the objection 
to have been pointed at the improper use of a word. 
The critics took, or pretended to take, the word in its 
proper sense, and thence objected to the absurdity of tik 
armour. 

' II. XX. 321. — Mr. Pope seems to have translated 
very accurately here, and to have preserved even the 
ambiguity of the original; for the verb, to sticky admits, 
like the Greek word, (l^ecrda*) of two senses ; — that of 
hcmg fastened to, ox fixed in, and that of being stepped — 
prevented from going farther. — See the note. 

- - - " impene- 
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^ Othow many different senses a word is capable, 
may best be discovered by considering .the dif- 
ferent senses that are opposed to it. 

We may also say, with Glauco, that some 
critics, first take things for granted without 
foundation, and then argue from these pre- 
vious decisions of their own ; and, having once 
pronounced their judgment, condemn, as an in- 
consistence^ whatever is contrary to their precon- 
ceived opinion. Of this kind is the cavil of the 
critics concerning Icarius \ Taking it for granted 
that he was a Lacedaemonian, they thence infer 
the absurdity of supposing Telemachus not to 
have seen him when he went to Lacedaemon*. 
But, perhaps, what the Cephalenians say may 
be the truth. They assert, that the wife of 
Ulysses was of their country, and that the name 
of her father was not Icarius^ but Icadius. The 

objection 

" impenetrable charms 

Secur'd the temper of th' aetheri.al arms. 
Thro' two strong plates the point its passage held, 
But stopp^dy and rested y by the third repelVd; 
Five plates of various metal, various mold, 
♦Composed the shield ; of brass each outward fold, 
Of tin each inward^ and the middle, gold : 
There stuck the lance." - - - - 



« Mentioned by Homer as the father of Penelope. 
* Sec JPopc*s Odyssey^ IV. 

04 
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objection itself, therefore, is probably founded 
on a mistake, 

VI. 

Censure | The Impossible^ in general, is to be justified by 
iMPos8iBi-|referring, either to the end of Poetry itself, or to 
farther jwhat is best^ or to opinion. 

consideredJ 

/ For, with respect to Poetry y impossibilities, 
I rendered probabk^ are preferable to things im- 
probabky though possible^. 

W^ith respect also to what is best^j the imita- 
tions of Poetry should resemble the paintings of 
Zeuxis^: the example should be more perfect 
than nature. 

To 

^ 3 See Part III, Sect. 6. and Note^, p. 184. 

* Improved nature, ideal beauty, &c. which, else- 
where, is expressed by, what should he-. Compare the 
beginning of this Part, and Sect, ^,^—Fart I. Sect. 3. — 
Part II. Sect, 15. p. 146. 

^ " In ancient 4iiys, while Greece was flourishing in 
'^ liberty and arts, a celebrated painter, [Zeuxis^ having 
*' drawn many excellent pictures for a certain free state, 
*' and been generously rewarded for his labpurs, at last 
*^ made an oiTcr to paint them a Helen, as a model and 
" exemplar of the most exquisite beauty. The proposal 
" was readily accepted, when the artist informed them^ 
*' that in order to draw one Fair, it was necessary he 
" should contemplate many. He demanded ther^ore.a 
*' sight of all their jfinest women. The state, to assist 

** the 
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To opifUon, or what is commonly said to 
bCj may be referred even such things as arc 
improbable and absurd; and it may also be 
saidy that events of that kind are, sometimes, 
not really improbable ; suice *' it is probable, 
that many things should happen contrary to 
probability ^" 

VII. 

When things are said, which appear to bel ii'cowsis- 
contradictory^ we must examine them as we do 1 
in logical confutation : whether the same thing be 
spoken of; whether in the same respect, and in! 
the same sense, ******* 

VIII. 
Improbability, and vitious manners, when ex- Impbob/v. 

BIl<ITT 

cused by no necessity, are just objects of critical and 
censure. Such is the improbability in the JEgeus'^ chabactbb. 
of Euripides, and Ihe vitious character of Mene- 
laus in his Orestes^. 

Thus, 

*< tlie work, assented to his request. They were 
" exhibited before him ; he selected the most beautiful ; 
** and from these formed his Helen, more beautiful than 
'* them all." — Harris's T/iree Treatises^ p. 2 1 6. 

^ See Part II. Sect. 20, at the end; and note 156. 

^ Of this Tragedy, some inconsiderable fragments 
only remain. 

• Sec p. 144. < 



tioii. 
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JUeapiiaiaj Thus, the sources from which the critics 

I draw their objections are five : they object to 

things as impossible, or improbable, or of immoral 

tendency, or contradictory, or contrary to tech- 

I meal accuracy. The answers, which are tzvehe 
in number, may be deduced from what has 
been said'. 



* The reader, who regards his own ease, will, I 
believe, do well to take this for granted* If however 
he has any desire to try the experiment, he may read the 
NOTE on this passage; and I wish it may answer to 
bim. 
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PART V. 

OF THE SUPERIORITY OFTRAGIC TO 

EPIC POETRY. 

f 

I. 

TT may be inquired, farther, which of the two Ouicnoir 
^ imitations, the Epic, or the Tragic, deserves Traoidt. 
the preference. 

If that, which is the least vulgar, or popular , 
of the two, be the best, and that be such, which 
is calculated for the better sort of spectators — ^the 
imitation, which extends to every circumstance ', 
must, evidently, be the most vulgar, or popular ; 
for there, the imitators have recourse to every kind 
of motion and gesticulation, as if the audience, 
without the aid of action, were incapable of 
understanding them : like bad flute-players, who 
whirl themselves round, when they would imitate 
the motion of the Discus, and pull the Coryphoeus, 
when Scylla is the subject*. Such is Tragedy. 

It 

I 

*' Thoujrh Aristotle instances in gesture only, the 
objection, no deubt, extended to the wAoie imitative rer 
presentation of the theatre, including the stage and 
scenery, by which pl(ice is imitated, and the dresses, which 
are necessary to complete the imitation of the persons. 

* See tjie notes. 



204 Superiority of Tragic to Epic Poetry, [pa rt t. 

It may also be compared to what the modern 
actors are in the estimation of their predecessors ; 
for Myniscus used to call Callipides, on account 
of his intemperate action, the ape: and Tyndarm 
was censured on the same account. What thes« 
performers are with respect to their predecessors, 
the Tragic imitation, when entire, is to the Epic. 
The latter, then, it is urged, addresses itself to 
hearers of the better sort, to whom the addition 
of gesture is superfluous : but Tragedy is for the 
people^; and being, therefore, the most vulgar 
kind of imitation, is evidently the inferior. 

11. 

The But now, in the Jirst place, this censure falls, 

AtswxRED. not upon the Poefs art, but upon that of the actor; 
for the gesticulation may be equally laboured in 
the recitation of an Epic Poem, as it was by 
Sosistratus ; and in singing, as by MnasitheuSy the 
Opuntian. 

Again — All gesticulation is not to be con- 
demned ; since even all dancing is not ; but such 
only, as is unbecoming — such as was objected 
to CaUlpideSy and is now objected to others, 

' whose 



«M 
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It must be allowed, that stage-poetry, of all 
** other, is more particularly levelled to please the 
" populace^ and its success more immediately depending. 
" upon the common suffrage.** Popis Pre/, to Shaks* 
peare. 
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whose gestures resemble those 
women 

^arlher — Tragedy, as well as the Epic, is 




TAGES 

of 
Tragedj. 



capable of producing its eflFect, even without ^ 
action ; we can judge of it perfectly by reading^ 
If, tjien, in other respects, Tragedy be superior, 
it is sufficient that the fault here objected is not 
essential to it. 

III. 

Tra gedy has the advantage in the following a d va w- 
respects. — It possesses_a ll that is p ossessed , by of 
th e Epic| _i^^%Vifi^ p^^" ^dop t^ its meXx e. ^ : and 
to this it makes no inconsiderable addition, in the 
Music an3 the Decoration : by the latter of which, 

-.^.•...'■^■> -.■■-■-'.'•"••"■-■ "' 

the illusion is hoigbteaady^- a^ the pleasure^, 
arising from the action, is rendered more sensible 
and strikmg. 

It has the advantagfi..j3fcgrg.aJtfilljQlear and 
distindlhess of impression, as weU mj;e^^/>?^, as 
in represemation. """ j 

^i— »»———— — ■!■ I I I ■ II I I •■ . I I ■ I I 11 11 .K—— —»«»».*»»— 1^i.—.—M n il fi 

• As no actresses were admitted on the Greek stage, 
their capital actors must frequently have appeared in 
female parts, such as, Electro^ Iphigenioy Medea^ &c. 
This is sufficiently proved by many passages of antient 
authors; and among others, by a remarkable story of 
an eminent Greek Tragic actor, told by Aulus Gellius* 
See the note. 

• So above, p. I2i, — " the power of Tragedy is felt 
" without respresentation and ^ctors." 

• See NOTE 36. 
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It has also that, of attaining the end of its 
imitatiopln a shorter compass : for Jhe effect is 



■1^'»' ^^M^—i* 



more pleasurable, wh en prod uced by a short and 
close series of impressions, than when weakened 
by diffusioiinthrough a long extent of time ; as 
the Oedipus of Sophocles, for example, would 
be, if it were drawn out to tlie length of the 
Iliad. 

Farther : there is less unity ^ in all Epic imi- 
tation; as appears from this — that any Epic 
Poem will furnish matter for several Tragedies. 
For, supposing the Poet to chuse a fable strictly 
one, the consequence must be, either, that his 
Poem, if proportionably contracted, will appear 
curtailed and defective, or, if extended to the 
usual length, will become weak, and, as it were, 
diluted. If, on the other hand, we suppose him 
to employ several fables— that is, a fable com* 
posed of several actions^ — his imitation is no 
longer strictly one. The Iliad, for example, and 
the Odyssey contain many such subordinate parts, 
each of whiqh has a certain magnitude, and unity, 

of 

^ See p. 59, Note K 

* Compare Part II. Sect. 20, and Note 9. — Aristotle 
is not here speaking of that unconnected, historical 
multiplicity of action, which he had before condemned, 
[Part III, Sect. I.] but of such as was essential to fhe 
nature of the Epic Poem. This is plain, from the 
example, which immediately follows j and, indeed, from 
the very drift of his argument. 
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of its own: yet is the construction of those 
Poems as perfect, and as nearly approaching to 
the imitation of a single action, as possible. 

IV. 

If then Tragedy be superior to the Epic in p»bfeb- 

^■li Ml.. , . ENCB 

' all these respects, and, also, m the peculiar end of 
at which It aims^, (for each species ought to 
^^d,'TIorfl^ sort of pleasure indiscriminately, 

., but 3uch only as has been pointed out,) it 
evidently follows, that Tragedy, as it attains 
more effectually the end of the art itself, must 
deserve the preference. 

And thus much concerning Tragic and Conclw 
Epic Poetry in general, and their several 
species^-th6 number and the differences of their 
parts — the causes of their beauties and their 
defects — the censures of critics, and the prin- 
ciples on which they are to be answered, 

- , - . __ - - - - _ _ _ i-r * 

\ ^ i.e. according to Aristode's principles, to give 
J^ " that pleasure, which arises from terror and pity, through 
♦* imitation^ See p. 139. 
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NOTE 1. 
P. IOI. DiTHYRAMBICS — IMITATION. 

T F the senses, in which the term imitation is 
-^ applied by Aristotle to Poetry, have been 
rightly determined in the first Dissertation, there 
can be no diflSculty with respect to the imitative 
nature of the Epic and Dramatic species. That 
of the Dithyrambic is not quite so obvious, and 
has accordingly been variously explained. The 
little, however, that remains of what .Aristotle 
had said upon this subject, seems sufficient to 
release any commentator, who is willing to be re- 
leased, from the trouble of conjectural ingenuity. 
In Sect. 3. Part I. where the different objects 
of imitation are considered, he expressly makes 
Dithyrambic Poetry imitative of actions^ charac- 
ters, and manners, as well as the Epic and 
Draftiatic; and he, particularly, mentions the 
Persians and the Cyclops as imitated in the 
VOL. I. p Dithyrambic 
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Dithyrambic and Nomic Poetry of Timotheus 
and Philoxenus *. We may conclude, then, that 
he regarded this kind of Poetry as imitative 
because, though the mythological tales, which 
furnished the subject of these hymns, were, in- 
deed, articles of Pagan faith, and depended not 
on the Poet's imagination,, yet, in the detail of 
these stories, in describing the actions, and de- 
lineating the characters, of the deities themselves, 
and, still more, of other fabulous and heroic 
personages occasionally introduced, his fancy 
and invention must necessarily be, more or less, 
employed. Tiiis, as we have seen, was, in 
Aristotle's view, imtation ; whether the form of 
that imitation was pardy dramatic and person- 
ative, or mere recital in the person of . the 
Poet\ That the Poetry of these DrthyramWc 
compositions was chiefly of the latter kind, seems 
to be implied in the expression of Plato, who, 
where he explains his division of Poetry into 
thfxe sorts— the purely imitative^ or dramatic, 
the purely narrative^ and the mlved — refers, for 
an example of the purely narrative, to Dithyr- 
ambic Poetry. Yet he says only, that it is to be 
found chiefly there — h^oiq i' iv wuVuk MAAISTA 
nOT h Aifiuf ajuj3aK ^. The expression is remark- 
able, and leaves room for niore than a conjecture, 

that 



^ — m riEPSAS Koa KTKAnnAS Ti^«®- nam 
* Diss. I. p. 36. « Rep, lib. iii. p. 394 
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that the Dithyrambic was sometimes imitative 
even in the strict sense of Plato; t hat is, tha t 
the dramatic mhaure^o^^ 
ally admitted. Instances of this occur in the 
Odes of Pindar**: and many of the Odes of 
Horace are dramatic *. 

The embarrassment of the commentators seems 
to have arisen, principally, from the difficulty 
they found in conceiving, that fiction could be 
admitted into a species of Poetry addressed to the 
Gods, and founded on the established Theology 
of the age. The hymns of Callimachus, and 
those attributed to Homer, might have been 
sufficient to remove this difficulty. These are not, 
like the Orphic hymns, mere invocations, and 
indlgitamenta^ consisting in a short and solemn 
accumulation of epithets and attributes : they are 
Epic] narrative hymns ; in which the birth, the 
actions, and even the characters and manners of 

the 

^ Olymp.l. jintist, y, where Pelops speaks. See also 
Olymp. Yl.Epode a, and y. — Olymp, VIII. Ep.p, — And 
the prophecy of Ampliiaraus, in Pyt/i. VIII. Strophe y. — 
and of Medea, Pyth. IV. Aniist. a, to Antist, y. — The 
Odes of Pindar, indeed, are not Urictly Dithyrambic 
Poetry ; but the chief difference was probably that of 
their subjects, 

* See Dr. Wartoii's Essay on Pope, vol. ii. 44, &c- 
where the beauties of those dramatic Odes, and particu- 
larly of the fifth Epode^ are pointed out ar^ illustrated 
with much taste. 

P 2 
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the deities are described at length, and the fic- 
tions of the Poet's imagination are every where 
engrafted upon the popular creed. The mixture 
of drarpatic imitation, in the Dithyrambic Poetry, 
is also rendered more probable by the frequent 
examples of it in these hymns; and especially in 
those of Homer. From th e enthusiastic, wi ld. 
audacious character^ Deculia rlv attribut ed to the 

., j.,xm.-» " " I "iifciiii 11 I Ml ■ I I ^ |,.i— — i— ■ — , ^ 

Bacchic hyinns,. we hpiyjg^.,,,^^ to 

suppose in them a degree of scruple and reserve, 
with respect to all this, which we do not find in 
other antient religious compositions of a more 
sober and regular cast. 

Aft^r what has been said, the reader will 
hardly think it necessary to have recourse to 
so distant and conjectural an interpretation as 
that of the Abbe Batteux, who savs-— *' Le 
Dithyrambe est imitation^ parceque le Poetc, 
en le composant, exprime d apres le vraisem- 
" blable, les sentimens^ les transports, I'ivresse, 
" qui doit regner dans le Dithyrambe^. This 
ingenious writer seems to have been forced into 
this solution of the matter by his desire of 
extending the principle of Poetic imitation be- 
yond the limits, not only of Aristotle's meaning, 
but of all reasonable analogy. All Lyric Poetry 
he holds to be essentially imitative; and de- 
fining it to be that Poetry; ^^ qui e^vprime le 

" senti' 

' " Audaces Dithyrambos." Hor^ 

f Ch. \% of his trausUu^^ti v— note, viwdci: the text. 
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^ntiment^,^^ he is reduced to the necessity of 
making out these smtiments^ ox feelings, to be, 
in some sort, imitations; for no other reason, 
than, tiiat they are assumed and feigned — the 
temporary produce of that voluntary enthusiasm? 
which the Poet, by the force of his imagination, 
excites in himself during the moments of com- 
position. But this belongs rather to the style 
and manner, than to the matter, of Poetry : if 
imitation at all, it is the imitation, not, properly, 
of the Poet^ but of the man, in order to become 
the Poet — The general character of Lyric 
Poetry is enthusiasm ; &nd enthusiasm, sayi& 
M. Batteux, " nest autre chose quun sentiment 
" quel qu'il soit — amour, colere, joie, admira- 
" tion, tristesse, &c.-^produit par une idee'.'' 
But if all illusive feelings of this kind, raised 
in us by imagination, are imitations^- then, not 
only every artist of genius is ap imitat6r, when 
he conceives and plans his work, but even every 
man of sensibility, whenever he is led, by the 
voluntary excursions of his fancy, into warm 
and passionate feelings, that are not prompted by 
real circumstances. — I t is ce rtain, indeed, that 
not only Dithyrambic and Lvric I^oetry,^'^iit 
Epic also, and perhaps every other species worth 

, regarding, 

.. ■ ... ■ ,, ■ ■ . I ■ ■ 

^ See his Beaux Arts reduits a un mime principe, 
ch. on Lyric Poetry: and vol.iii, of his Princtpes de la 
Uteraturey ch. i. Traite 6. 

* Princtpes de la Lit. Traite 6,ch/u 

P3 
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regarding, has its appropriated style and tone, 
which every Poet adopts and imtateSy when he 
composes in the kind to which it belongs. But 
the same may be said of a history, a sermon, and 
even of a letter : for in these also, though wc 
may not imitate any particular writer, we natu- 
rally conform to the general style and manner 
that characterize the particular species of com- 
position. All this however has, manifestly, 
nothing to do with the imitation that we are 
considering. 

The Lyric Poet is not always, and essen tially, 
' an iw?^^tf/orr~anY more than the Epic. While be 
is merely expressing his own sentiments j in his 
oviii. person^ we consider him not as imitating; — 
we inquire not whether they are the assumed 
sentiments of the Poetic character, or the i^al 
sentiments of the writer himself; we do not even 
think of any such distinction. He is understood 
to imitate, in the most general view, no other* 
wise than by fiction, by personation, by descrip- 
iion, or by sound ^ ; in the view of Aristotle, only 
by the two first of these. 

I will only add, that the Dithyrambic Poetry 
was, it seems, not originally imitative, but became 
so by degreed. This fact, and the causes of it,^e 
learn from a curious passage, in the Harmonic 
Problems of Aristotle, which I shall have occasion 
to mention in another place. 

^ See Dissert, I. p« 32. 
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^OTE 2. 

P. 102. For as men, some through 

ART, AND SOME THROUGH HAB|T, IMITATE 
VARIOUS OBJECTS, &C. 

I have followed the old aod most authentic 
reading, Aa th; *XiNH2 : which, though not un- 
exceptionable, has been rejected, I think, without 
sufficient reason. The philosopher is, here, only 
illustrating what he had said of the different 
faeans of poetical' and musical imitation, by com- 
paring those arts, in this respect, with other arts 
more strictly and obviously imitative. That he 
meant to confine his illustration to Painting, was a 
groundless fancy of Dacier, which led him into two 
unnecessary corrections of the text, and a very 
forced and improbable explication of the whole 
passage. The remark of Aristotle, parenthetically 
flung in, about art and habit:, (o» ^iv Jia t^;^*-*!?, 
ii is iix crukuflgja?,) was by no means ntcessary to 
his illustration. Dacier extends the parenthesis 
by the reading he adopts, (01 ^liv iiot, rgp^vu?, ot h 
i%» ffuvfjOjiaf, Irt^oi it AV AMOOIN,) then wonders, 
why Aristotle, ** qui n'ecrit ^as un seul mot 
** inutilement," should enter into sqch a detail; 
and then, wantonly alters the text, (from itx 
^«X^»If> to iioc TTXHS,) in order to account for it 
in a manner, that leaves it more wonderful than 
he found it Castelvetro had before proposed a 

p 4 a similar 



2i6 NOTES. 

a similar alteration — £T£f o* fe AM<WTEP0I2 ; but 
in a sense, which, could it be supported, would 
be far more to the purpose than that of Dacier : 
i. e. " others, again, [imitate] both by colour 
" and by figure." This would answer to what 
follows, — that the different 77ieans of imitation, in 
the Poetical and Musical arts, were used, some- 
times separately/, and sometimes combined. To 
this sense, however, an objection immediately 
occurs. We may imitate an object by figure 
without colour, but ^not by colour without figure. 
This difficulty, indeed, Castelvetro endeavours 
to get rid of, by understanding (rp^nnAara, here, to 
denote only the solid form of Sculpture, and 
X^uiAxrx, Painting, as chiefly characterized by 
colour ; and, thus, for an example of imitation by 
both those means, he is forced to have recourse 
to the colgured Sculpture of the antients *. But 

it 

* That the antients sometimes coloured their statues, 
is well known. From many passages which might be 
produced as proofs, I shall select one from Plato, which 
is curious, and would be, alone, decisive. It is in the 
beginning of his 4th book De Repub, — It had been ob- 
jected, that, by the severity of his laws relating to his 
^v>u3iHeg or magistrates, they were reduced to a worse 
condition, with respect to happiness, than the rest of the 
citizens. His answer is, that the aim of his legislation 
was, not to provide for the superior happiness of any 
one part of his commonwealth, but for the greatest 
possible happiness of the w/iole. «' Suppose,** says 
4 Socrates, 
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it would be a waste of discussion to enter fully 
into the merits of an explanation, that is founded 
on a reading, by no means, I think, sufficiently 
warranted, either by the authority of MSS. or by 
any necessity of alteration. 

That the words ;^fw/AaT« and a-xfif^ccrx are very 
frequently joined by the Greek writers to denote 
painting, is certain**. But Aristotle is not here 
speaking of the different A^^ts which employ 
these means of imitation, but of the means them- 
selves, 



Socrates, " we were painting a statue ; and any one 
**' should come, and object to us, as a fault, that we did 
^^ not apply the most beautiful colours to the most 
<* beautiful paiTs of the body — that we had made the 
'^ eyes^ for instance, blacky when we should have given 
*^ them, as being the chief beauty of the human form, ' 
<* a purple colour.— It would,** continues Socrates, " be 
" a very reasonable apology, if we should request this 
'* critic not to insist on our making the eyes so beautiful, 
<< as to have no longer the appearance of eyes ; but to 
<^ consider, only, whether, by giving to each part its 
** proper colour, we should riot make the whole beau- 
<* tiful. — This is precisely the apology I make for our 
** legislation : I request the objector, not to insist on our 
<< allotting to the guardians of the state such a happiness, 
" as would render them any thing else rather than 
« guardiam^^ &c. Plato De Rep. lib. iv. p. 420. C. 
Ed, Ser, il<pae^ sv olv ei — &c. 



^ See Jrist. de Rep. lib, viii. cap, 5. p. 455, C, 

» 

Plat, de Rep.K, p. 6oi, A. De Leg. ii. p. 669. A. 
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selves, separately aikl abstractedly. The appli« 
cation of these, singly, or in their various com-* 
binations^ to those arts, he has left to the reader. 
It seems probable, (as Victorius has observed,) 
that Sculpture, at least, was included in Aristotle's 
idea of (r;^fi/x«T«. Possibly, too, the word may be 
here used in its widest sense, of Jigure ox form 
in general; which would take in the outline of 
Painting, the solid figure of Sculpture^, and the 
gestures of the personal Mimic. 

That, at least, the word fmn is right, in the 
old reading, appears highly probable from the 
freqnent mention of the voice, as a principal 
instrument of imitation, in antient authors*. It 
is called by Aristotle, as Mr. Winstanley has 

judiciously observed, 'Jilxvrwv fAififinxtararov twit 

Farther — by this reading the illustration in- 
tended is more perfect, as it comprehends more 
" means of different kinds'' — FENEI irs^x. The 
same reason favours also the extension of the word 
c'xvifAXTu to Sculpture, at least. 

The only objection to the reading, iiot rn; 
^mni, is, the improbability that Aristotle should, 

without 



*= I.X^f^ "s defined by Socrates, in the Mend of 
Plato, to be, 7F£^ag rifw — '^ the boundary of solid foroin* 

^ ScQ DissA. towards the end, NoteK Victorius de- 
fends the reading on the same ground. 
^ Rhet, lib. iii, cap. I. § 4, 
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without any apparent reason, enyelop the whole 
passage in embarrassnient aiid ambiguity, by 
such a change of phrase : — AIA ftan^ ;— which 
<every reader is naturally led to join, not with the 

datives, yj^aii.Atri xiKi ^X'^l**^^> ^^^ ^^^'^ ^^^ 
Tfp^i/nf, and AIA (rui^uflna^ : but the word fuvug 
opposing such a construction, has therefore, pro- 
bably, been changed to dfAtpoiv. — This objection 
has not been solidly answered, I tliink, either by 
Victorius, or any other commentator ;, nor can I 
think the change of phrase here by any means 
sufficiently accounted for, merely by assigning, as 
Victorius does, a passage . of Zmc^^w, where the 
phrase itself ^ (to which no one objects,) occurs. 
[See Mr. Winstanley's note.] — I am much in- 
clined, therefore, to admit the reading said by 
Madius to have been found in an antient MS, 
and confirming the conjecture of Robortelli, — 
lT£f 01 h TH* ^IlNHi. This would clearly mark 
the bounds of the parenthesis, and fix the con- 

Strtiction : xat ^ci>fAOca'i, aai vyT^fAOLtn^ iroXKot 
lAifMtvreci nm — ( ) Irff 0* ii rn ftayif. 

KOTE 3. 

P. 102, And OF any other instruments 

CAPABLE OF A SIMILAR EFFECT, AS, THE 
SYRINX OR PIPE. 

The word Sujiyg is usually understood to 
mean the Fistula Panis, constructed of reeds, 

differing 
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differing in length, fastened together with wax and 

thread: — xaAajucov 0"iiv9»jx>j, A»i/w xai x>jf w (tvuSs^skta — 

as it is described by Jul. JPollux *. TibuUus has 
presented in two lines almost as distinct an idea 
of its form as can be obtained from a drawing. 

Fistula cui semper decrescit arundinis ordo. 

Nam calamus cerA jungitur usque minor. 

[Lib.il. 5.31.] 

But the Suf «y? of Aristotle, whatever it was, is 
here mentioned with the Lyre, and the Flute, as 
having some, though an inferior, degree of the 
same power and effect: — ToiauT«i tuv fwaiA^u, 
This is hardly applicable to so very simple and 
rude an instrument as the pipe of Pan; a con- 
trivance not beyond the invention of a school-boy. 
Instruments of nearly the same construction are 
found, at this day, not only in Turkey, and Arabia, 
but even in the island of New Amsterdam in tlie 
South Seas**; and it is a circumstance somewhat 
curious, that, in France, the instrument of the 
Arcadian deity, or something very like it, is de- 
graded to the use of travelling tinkers, and known 
by the name oi sifflet de chaudronnier. The 
reader may see a description and a figure of it in 
Mersennus *" ; as he may, also, of the South Sea 
instrument in the Philosophical Transactions, 
vol. 6Si Part I. — But he wilP not, probably, be 

much 

* Onomast, lib. iv. cap. 9. 

^ Dr. Burney's Hht. of Music^ vol u p. 511. 

* Harmonic, p. 73. 
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much disposed to believe, that the wild and 
random sounds of this savage whistle have any 
thing to do with the chromatic system of the 
Greeks, 

But the passage before us is not the only one, 
where the Syrinx is mentioned in a way which 
naturally leads one to suppose, that some instru- 
ment less simple and imperfect than the fistula 
Panis must be meant. It is often joined with the 
cithara and the flute, as an instrument of some 
importance and effect in concerts and choral 
accompaniments'*. In Lucian's treatise n^j* 
O^X^ctm^^ it appears, among other curious in- 
formation upon the subject, that the words of 
the drama, which the pantomimic dancer was to 
express by gesture alone, were, at the same time, 
sung by a chorus, accompanied by various^nstru- 
ments, among which the syrinx is repeatedly 
mentioned, together with the AuX©* or flute ^ 
This has, certainly, the appearance of some more 
powerful instrument than the pastoral syrinx. — 
Indeed, from the passage of Pollux above re- 
ferred to, there is rqgison to conclude, that there 
were two instruments of this denomination ; that 
above described, which he calls the rudcy or ex- 
te7nporaneous syrinx, [auroo-p^cJ*©*] and another, 

of 

« 

^^— .— — ■» .III! .III! ■! I ■— M^— — — I ■ I I W ■ i n I II. II ■ 

^ See Spanheioj, in Callimachum — Hymn, in Dianam, 
I Ed. Benedicti^ P«942> E.— 938, D, E.— 945, B. 
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of similar form, but more artificial conslracdon, 
which he describes as consisting, not of reedSy 
but of a number of ^Wifcis, [«Jxoi w^xxet] anranged 
in the same manner. The passage is defective ; 
but this seems to me pretty dearly to be the 
drift of it^ By flutes, he must, at least, be sup- 
posed to mean pipes of larger si^e, and of more 
solid materials, sqch as those of which fluted 
were made. 

It seems, on tbc whole, very probable, that th^ 
syrinx of Aristotle was either spme sucli improved 
construction of the flute of Pan, or, as I rather 
incline to believe, some kind of single pipe, or 
flageolet. Any single pipe, modulated by the 
fingers, must be regarded as an instrument far 
superior to any kind of the fistula Panis, that 
could be played on only by the clumsy expedient 
of drawing it along the mouth ; — " supr^ calamos 
" unco percurrere labro," as Lucretius has weti 
described the operation*. I cannot indeed say, 

that 

^ The passage should, I think, be written as defective, 
dius : A /iEV ^, (sc. <n/^iy^,) ua>ayu^j^ m awf^rm ^<va) kou xi)f» 

ATAOI moTO^u htaar®- k, t. o^x* — Salmasius supplied 

the hiatus thus: — AAA* "H SnOYAAIOTEPA, w>^i 

iro»iOi, 6cc. — I would not answer for the very words -y 

but that something equivalent is 'omitted, I have littl« 

doubt. See Ed, Hempst. p. 387. Note 4.^. — where, by the 

way, Kuhnius commends the emendation, but appears 

to misunderstand it. 

» Lii. V. 1406. 
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that I have met with any passage in which the 
word 2uf«y5, by itself, is clearly and expressly 
applied to a mhgle inusical pipe or flute. But 
such a sense is perfectly analogous to other 
common applicaticms of the word^; and, on the 
other hand, I know of no clear authority that 
restrains the meaning of the word, whenever it 
is singly used, to the fistula Panis. Athenaeus 
speaks of the poi^«KfltXa|bt©^ Xujjyg invented by 
Mercury, and opposes it to the TroXuxftX^/AO^'; 
and Spanheim*, whose authority, in matters of 
eruditioii, is as great as the profoundest erudition 
can give tQ any man, understands this single-reed 
syrinx to be meant in the hymn to Mercury attri- 
buted to Homer> where it is said of that god, 
that— 

STPirrriN \v(mi[v voniaroiTO THAOe* - 
AKOTSTHN. v. 509. 

• 

— a mode of characterizing the tone of the in- 
strument, that reminds one of the " ear-piercing 
fife" of Shakspeare. 

After all, a modern reader may be still sur- 
prised to find any degree of imitation, or expires- 
sio7i, attributed to so trifling an instrument as a 

flageolet, 



** Vide Lexica : and seeDr, Burney's Hist of Music, 
vol. i. p. 511, where it is rightly observed, that ^^ each 
*' of the pipes" which composed the fistula Panis, ^^ was, 
*' properlyy a Sy^fyl." 

« P. 184. k Ubi supra. 
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flageolet, or a common flute. But, in reading 
antient authors, it is frequently necessary, if we 
would either relish. Or even understand them, 
properly, to lay aside modern ideas. And if this 
be necessary in general, it is, perhaps, peculiarly 
so in the subject of Music. Expression^ in our 
musical language, usually conveys the idea of 
delicate and refined performance, and is almost 
appropriated to emotions of the tender and pa- 
thetic kind. ^ But, with the antients, imitation^ or 
expression (for the \^ords appear to have been 
synonymous \) extended to every kind of etnotion; 
to every effect produced, in any considerable 
degree, by Music upon the mind. Now very 
simple instruments, as well as very simple music, 
are capable of making impressions, and strong 
impressions, of the joyous kind, without any de- 
licacy or refinement, either in the composition, or 
the execution. It is not, therefore, strange, that 
the syrinx, a shrill and livfely pipe, should be 
ranked by Aristotle as an instrument of some ex- 
pression ; especially if, as it seems probable, the 
syrinx, of whatever kind, was considered as a 
pastoral instrument, and its expressions were, in 
consequence, aided by the association of rural 
and pastoral ideas™. The rude syrinx of Pan 

was 

' See Diss. II. 

" " One of the most affecting styles in music is the 
pastoraU Some airs,'^ [we may add, and th;>se initru- 

fnentSp 
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was unquestionably of this kind, and appropri- 
ated to pastoral use"; anci, as far as it can be 
supposed to have affected by association, ndght^ 
in the musical language of the Greeks, and by a 
hearer vfhofelt that effect from it, be considered 
and spoken of as imitative, without impropriety. 
But being, as I conceive, of too simple and in- 
convenient a construction to admit of any expres- 
sion but what it derived purely from associated 
ideas, it would not, I think, have been joined by 
Aristotle with the most expressive and refined in- 
struments of the antients, the cithara^ and the^w^e**, 
and mentioned as of " similar power and effect.^' 

ments^ also^ on which we have been used to hear those 
airs performed,] ^^ put us in mind of the country, of 
'^ rural sights and rural sounds^ and dispose the heart to 
'^ that chearful tranquillity, that pleasing melancholy, 
•* that '* vernal delight*'* which groves and streams, 
^< flocks and herds, hills and vallies, inspire." Dr.Beattie 
••^Essay OH Poetry and Music, p. I42. 

° Plato, Rep. iii. p. 399. Serran. - 

* Aristotle, in the 8th book De RepublicA, cap. vi. 
where he is considering what inctruments should be used 
in the musical education of cliildren, excludes the cithara, 
as too complicated and difficult for any but professors. He 
calls it rtyywa^ ogyavcv, and ranks it with the av?^®' or 
flute. Plato, however, admits the use of the cithara in 
his republic, as a more simple instrument than the flute, 
which he forbids. [Rep. iii. ubi supra J] For some idea 
of the delicacy and refinement of execution, and force 
of expression, expected from the accomplished Ay^irnif, 
I refer the reader to the Harmonides of Lucian, and to a 
passage in Philostratus, Ed. MoreU p. 228. 

vol,. I. Q 
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NOTE 4. 

p. 102. For there are dancers who bt 

RHYTHM APPLIED TO GESTURE - - -. 

The Greek is — 01 t«v ©fp^urwv: but there is 
great reason to suspect the reading* It is gene- 
rally rendered, " Some dancers : *' but Victorius, 
viho understands it in that sense, says — durus 
iamen sermo; and produces no authority for 
such a phrase. Heinsius proposed — o» IIOAAOI 
ruv o^x^^^' ^^ learned reader may, perhaps, 
agree with me, that — ENIo» twv of;^ur«v, would be 
preferable, as nearer to the text. It is not pro- 
bable, that the degree of imitative skill here de- 
scribed was possessed by all dancers, or even by 
" the greater part'^ of them. A passage from 
Aristocles is preserved by Athenaeus, in which 
TelesteSj a dancer employed by iEsehylus, is men- 
tioned as remarkable for this talent: — OTTX12 

HN TEXNITH2, «5ri, l¥ t« of;^«(r8a» rug Etsttx \m 

[At ken. p. 22.] This dancing appears plainly to 
have been of that kindf which was afterwards 
pushed to such an excess of cultivation by the 
pantomimic dancers in the age of Augustus * ; 
and which is well known to have divided all 

Rome 



* — Hctra Tov 2EB ASTON fAoT^ra* ai fjuv yap TT^ancu 
iiimcu [sc. ogxtna-eig] w<rw£f Tivsg pi(M hou BzfiBUoi itj; 'Ofpcwcwj 
if^ay* — Lucian. dc Salt. p. 927. Ed. Bened. 



NOTES- 227 

Rome into parties, and even, frequently, to have 
made the theatre a scene of bloodshed \ Of this 
fact, I cannot help adding, that a proof somewhat 
curious is furnished by Valerius Maximus ; who, 
in the arrangement of his miscellaneous work, 
places his chapter De SpectacuUsy immediately 
after that, De militaribus institutis ; and gives 
this reason : '* Proximus militaribus institutis, 
€id urbanu castrUy id est, Theatray gradus faciendus 
est : quoniam haec quoque, stBpenumerOy animosas 
acks instrtuverunt ; excogitataque cuUAs Deorum, 
et hominum delectationis, caus^, non sine aliquo 
pacis rubore, voluptatem et religionem civili 
sA^avii!iEyScenicorumportentorum gratis, macu- 
JsLrunt," [Lib. ii. 4.] — ^These scenica portenta w^e 
tlie Pantomimes. 

Aristotle says here, ii^ rtav ^x^^P'Ocri^of^tym 
pu9jt*«y. It seems, at first view, that the inverse of 
this expression would have been more accurate-— 
fix ruv pi)9jM(^oj(A£i^«v <rj^ii|t*aTwv — by rhythmic 
gestures. And, if he had been here considering 
the imitation of DancCy separately, and in itself, 
he probably would have expressed himself in that 
way. But dancing is here transiently mentioned, 
merely to exemplify what he had been saying, of 
the combinedy or separatCy use of rhythniy words, 
and melody ; and to shew, in what manner, not 
only melody and rhythm might be separated from 
words, as in music ; but rhythmy also, might be 

separated 

\ See Tacit^ and Sucton. passim. 

Q 2 
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separated from melody^ and usedalon^*. Any 
mode of expression, therefore, which would have 
represented gestiuxs (<r;(;»i|UKZT«) as the principal 
means oi the imitation, would not have suited his 
purpose. It would, also, as Victorius and others 
have observed, have tended to confound the means 
of imitation in the poetic and musical arts, which 
he is here considering, with those means of a 
different kind, which he had just eoumerated, as 
employed in arts of more obvious and strict 
imitation, and among which 2XHMATA were 
mentioned. 

It has been also objected, that Aristotle is, 
here, professedly instancing « t«ic EIPHMENAI2 

» 

Ti;^vaiff — in the arts " above-mentioned " — and 
yet introduces Dancings which had not been 
mentioned: a difficulty easily overcome, if we 
consider, that Dancing was among the musical 
arts ; closely connected with Poetry, and, above 
all, with Tragedy. 

^ For such an instance, he could hs^ve recourse ofily to 
Dance ; and ^o jtrisu QuintiI.-^pv$fA®' h KA0* ATTON 
(uv [yo«Ta»] km ^lAHS OPXHSEHS. The whole pas- 
sage, where he is considering mehdyy rhythm^ and words^ 
in their separate use, and in their various combinations, 
is curious, and may serve to illustrate thispart of Aristotk'i 
treatise. — See ^.31,32. Ed. Meib. 



\ 
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NOTE 5. 

P. 102. The epopoeia imitates by words 

ALONE, OR BY VJiRSE, &C. 

In my translation of this perplexing passage, 
as far as the words — troiono mv fjLi[4,n(riv — in- 
clusively, I have given that sense wliich is now 
generally adopted, and in which almost all the 
commentators are agreed *. And it has certainly 
this advantage, that it seems to be the only con- 
sistent ai\d intelligible version that can be given 
of the whole passage, as it now stands. But it 
appears to me, after the closest attention I have 
been able to give it, that, in the present condition 
of the text, no man can reasonably be confident 
of conveying the true meaning of Aristotle in ani/ 
translation or explanation that he can give. 

The passage sets out with an expression most 
unfortunately ambiguous, and demonstrated to be 
so, by the very confidence with which the am- 
biguity has been denied, by critics and com- 
mentators of great learning and sagacity, in favour 
of interpretations directly opposite to each other. 
Some, by the expression, Xoyoig vJ/jXok, have un- 
derstood Aristotle to mean pro^d, and others, verse, 
without music— But this is far from being all the 
difficulty with which a translator has to struggle 

in 

^ Madius, Beni, Piccolomini, Heinsius^ Dacier« 

t. 

Batteux. 
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in this passage. In the words — ilV In rm yna 

XPXIMENH ruu [Asr^uv rvyx»v»(r» MEXPI TOT 

NTN — there is, surely, something defective. All 
render this,—" or, making use of some one kind 
" of metre, as it has done to this day^.'' And 
this, indeed, seems the only sense that can be 
given to the words as they stand. But it appears 
to me, that the original cannot, by any fair and 
warranted elliptical construction, be made to 
say this. Heinsius alone gives the fair and 
literal version ; " vel uno tantum, genere utatur 
" usque ad tempus nostrum^ — in plain English — 
" whether mixing different metres together, or 
" using some one kind of metre to this day^.^* 
I am perfectly aware of the elliptical genius of 
the Greek language in general, and of Aristotle's 
style, in particular; yet to my eairs, I confess, 
this English, nonsensical as it is, does not sound 
ittore strange than the Greek from which it is 
taken. Some word, or woilis, must, I should 
suppose, have been omitted between rvy^MHtra, 

and, ^«xf *• 

Again : 

** ** Aut uno aliquo metrorum genere usa sit, quod a 
« priscis temporibus ad nostrum usque facthatum estJ* 
Goulston.— " Ou qu*elle se contente d'unc seule espece, 
« comme elle Ta /<2// jusq* a present." Dacier.— And so 
Piccolomini, ** Per quelle che si vcde fare sino ai tempi 
-d'oggi" 

* It is so rendered, I find, by the English translator of 
1775 ; *' either intermixing the various metres, or, tuin^ 
** one particular sort to this very day !^ 
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Again : — stiv yo^ iv ixoiiitv 0N0MA2AI 
KOINON T»c £«^{oir©p x«i Stvot^'x^ fj^ifAsg^ &C. — 
I submit it to those who are versed in the Greek 
language, whether it seems probable, that, if 
Aristotle had meant to express the sense usually 
given to the words, (i. e. " for we should other- 
" wise have no common name to give fOy^'Scc.) he 
would have expressed it in that Greek? I can 
only say that I know of no similar example. 
But farther : the words are conditional--iiiy yocg 
AN ix^oif^Bv — and yet the condition is by no means 
clearly pointed out. The sense may be, and has 
beien, variously supplied. It seems not impro- 
bable, that there is some omission between the 
words, vvvj and iStt.—l am not able entirely to 
repel a suspicion— for I give it as nothing more — 
that the words, fi^xf » t» vw, may belong to this 
sentence, and the whole may originally have stood 

thus: — sin iAiyvv<r» i^tr iWmXoovy uV m nvi yim 
^u)[4,ivfi Twv [AET^uv r\)y^»¥^(r», •Mfj^i TAP t» vmv 

iit¥ EXOMEN, &c. i. e. " For we have hitherto no 
" common appellation *,'' &c. — So much, as to 
the condition of the text in this passage. 

. The interpretation, which I have followed, has 
been very ably defended by several of the com- 
mentators, whose arguments I need not repeat ; 
by none, I think, so powerfully as by Paolo Beni*: 

but 

' ^ I have only transposed yof , and omitted av, for which 
omission there is MS. authority. 
I CgmmmU in Ariitotelis Poeticam^ Partic. 6» 

Q 4 
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but it requires considerable patience to follow him 

through the controversial zigzag of his captious 

and fatiguing logic. 

The strongest* support furnished by Aristotle 

himself to this extension of the term Epopo^ia 

to all imitation, Jiction, invention^ ^c. by wai^ds 

only, without mmiCj whether in verse or prose, is, 

I think, to be found in Sect. 6, Part h [Original^ 

cap. ix.] For, if a histoiy put into verse would, as 

he there asserts, be still a sort of history, we may 

infer, that an Epic Poem reduced to prose would, 

in his idea, have been still a sort, at least, of 

Poem. — What he says in the conclusion of that 

section — that the Poet should be the JUmmg, or 

Maker, rather of his fable, than of his verse, has 

the same aspect. — The same idea is also &voured 

by the extent which he has actually given to the 

term Epopceia, in Sect. 3, Parti. [Original, c^p.ii.] 

where it is expressly applied, not only to the 

serious Poetry of Homer, but to Poems of a 

comic, and even burlesque, character. An Epic 

Poem without, elevation is, nearly, as repugnant 

to modern ideas as a Poe/w without verse. It 

would not appear much more strange to give the 

title of Epic Poem to Tom Jones, than to 

Hudibras; to apply it to the TelemaquCy would^ 

undoubtedly, appear much less strange^ 

It 



^ Itaque video visum esse nonnullis, Platonis & 

Democriti locutionem, d^i absit a versu, tamen, quod 

S . incitatiu& 
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It may be worth remarking, farther, that there 
is one circumstance, which, I think, would evi- 
dently tend to render this doctrine of Aristotle — 
if it was his doctrine — ^less extraordinary to the 
antients, tlian it appears to us ; and that is, that 
the difference between metre, and well-measured 
prose, though, no doubt, suflScient to make them 
readily distinguished by the ear, seems to have 
been less than it is with us. To what a degree! 
of refinement they carried their rules for the 
application of the various poetical feet to their 
prose compositions, and with what fastidious deli- 
cacy of ear they discriminated one combination 
of Syllables from another, is well known from 
the writings of Cicero, Quintilian, Dion. Halicar- 
nassensis, &c. — It/would be thought a strange 
expression, were a modern writer to say, com- 
paring the Orator and the Poet, that the latter 
was " rather more confined by numbers :" " nu- 

** m^ris adstrictiorpau/o'." 

' But, 

incitatius feratur. et clarissimis verborum luminibus 
Mt^tMV^potiui VoziiihputandMnafj^ixa comicorum Poeta- 
rum, apad quos^ nisi quod verticuli sunt, nihil est aliud 
quotidiani dissimile sermonis. Cic. Oral. cap. xx. 

* GV. de Ortf/.i.i6. — So, again, Of. ad Brutum, 
cap.lxvi. speaking of prose compared with verse, he says, 
** at liberior aliquanto oratio."-^To the same purpose 
ibid. cap. xx. Nam etiam Poetae quaestionem attulcrunt^ 
quidnam esset illud quo ipsi differrent ab oratoribus. 
Numero maxime videbantur antea, et versu \ nunc apud 
oratores jam ipse numerus increbuU. 
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But, after all^ the chief point of difficulty appears 
to me to lie, not in Aristotle's asserting, that 
Poetry i in his idea of the word, might subsist 
-without verse, but in his giving tlie name of 
EpopaHa to such compositions as the Miooes of 
Sophron, and the Dialogues of Plato. But of 
this, in the next note. 

In my translation of the words, Xoyc^f i^Ao^r, 
I have ventured to depart from the common in- 
terpretation ; but without any material change in 
the sense. They are generally understood to 
mean prase ; and Dacier asserts positively, that, 
" those two words are never joined by Aristotle 
** or Plato in any other sense**." If he meant, 
that, wherever 4'»>®' is joined to x^y®*, it is always 
used to exclude metre only, he is certainly mis- 
taken. He had, himself, but just before, quoted 
a passage of Plato, in which the expression, 
Xoyoi 4^tAoi, appears clearly to mean, wdrds without 
melody. It is in his second book De Legibus, 
where, complaining, in his usual strain, of the 
separation of Poetry and Music, he says of th6 
poets, that they employ fvi[ji.ov jeacv x«i /n/xara' 

MsX»t 



«ta 



' C6. 1. Note 22. 

* I have ventured to alter the word ax^fiara to pm/Mfra; 
a correction, which, I think, the learned reader will see 
to be obviously necessary, from the purport and ex- 
pression of the whole passage. The opposition is clear— 
fiA/Mf luf K» PHMATA funif x«»f«j— — fwA®" J* AT «» 
fvifutf Am FHMATAN. 
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Mix»f x"f*^> AoroTS ^ucirtrs eis metpa 

TI0ENTES* lAiXoi y av xai fvifAHg dvtv ftipk^rcap^ 
j^iXif xidx^KTEk Tf XM »JXi](rit vgo(r^(i>fd,ii/oi^. The 

words, Xoy»f 4^*^*^ **^ /tASTf a TtOiyref, Dacier trans- 
lates, very strangely, " mettant de la simple prose 
** en versJ*' But what has turning prose inio 
*cerse to dO'With Plato's complaint? — ^iXoi, here, 
applied to Aeyoi, answers evidently to /AA«ff x^i^^y 
ai^ excludes melody; just as, in ^iXif xtOo^^ttra 
Kou ftuAuo-ft, the same adjective answers to aVev 
ffifAXTuvy and excludes wordsK And this appears 
to me to be the obvious sense of 4,1X01^ in the 
passage of Aristotle before us. By Xoyoiq 4'*^«*?> 
I understand — not, words without metre, i. e, 
Prose-^but, words without music. It is, v surely, 
most natural, and most to Aristotle's purpose, to 
apply the privative force of \J/4X0», Aere, tothe two 
means of imitation, melody and rhythm ; which 
are excluded in the Epopoeia, as words are, in the 
preceding instance of the flute and the lyre, and 
both words and music, in that of dance. And 

thus 

^ Ed. Serr. vol. ii. p, 669. 

' I find this very passage mentioned by Casaubon, 
De Satyrica, &c. p. 346, with the same explanation of 
7i078( iftKa;, — This IS not the only instance in Plato that 
contradicts the assertion of Dacier. In a passage of his 
Symposium, cited by Victorius, \_Ed. Serr. p. 215.] iho 
words— ihw dfy«wv, 4^tAo<f xoyotg — arc, I think, rightly 
rendered by Serranus, <' Sine ullis instrumentis^ assa 
tantum simplicijue voce*^ 
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thus he has actually used the word; in the com^ 
pound ^iX9ii,%rfi»y in the next chapter. The only 
difference is, that there he has joined the word 
xj/»x&» to metre ; here, to words in general. But 
in both places, the meaning is probably the samc^ — 
i.e. " without mdody and rhythm^ 

The word Xey^* is, plainly, used by Aristotle, 
in his first enumeration of the means of imitation, 

[ — iy Pv8^ x«* Aoyep xoti *A(ft,oifi», cap. i.] in the 

general sense, of language, discourse, or words, 
whether with, or without metre ; as we say, " the 
" words of a song," &c. as opposed to the 
music"; and that, whether those words are verse, 
as in general they are, or prose, as in the songs 
of the Messiah, and in the anthems of our 
church. And, that the word Xoy^O* was pur- 
j)Osely used by Aristotle in this latitude, is ren- 
dered highly probable by his varying the expres- 
sion, where he speaks of Tragedy, Comedy, 
Dithyrambics, and Nomes, to which metre was 
essential, and substituting there, the word Mstf^ 
for Aeyu". It was natural, then, that he should 

say, 

** So Virgil ; 

« numeros memini, si VERBA tenerem." 

Eel. ix. 
Nodiing is more common than this use of yoyo^- in 
Aristotle and Plato. Thus the latter, De Rep, lib. iii.F- 
TO iivJQr lit r^t^ i^f auYM£ifmo9, AOrOT t£ nm agfumag 
urn puQfAn — which agrees exactly with Aristode's account 
of the means of imitation, 
* fvGfw, xM lA^i, xcu METPXli. Cap. i. 
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«ay,*when he came to speak of the Epic imitation^ 
as distinguished from those he had before men- 
tioned, that it imitates by words alone — i. e. without 
melody and rhythm^ or, as we should say, without 
music. But he adds — i Utr^oU — " or verse.'' 
And why? — Probably, because he thought his 
expression would be neither clear, nor exacf, 
without it : not clear, because the most usual 
meaning of Aoyoi t^iXoi being prose, it might have 
been so taken here, and he might have appeared 
Jto say, at least, though no one could reasonably 
suppose he meant it, that the Epic imitates by 
prose only — /aovov tok Ao^ok ^^xoi^ : — not e.vact, 
because, metre being, as he himself expressly 
^ays, a species, or part, of rhythm**, words, put 
into metre, were not, strictly speaking, ^|^»xoi, that 
is, x^f^ Agfxovtdi K»i PT0MQT. And this is exactly 
conformable to the expression of Plato -in' the 
passage above quoted, where he considers verse, 
even unaccompanied by music, as still consisting 
of rhythm and words, [PT0MON /mcv xai fniActrm 
Mi^i X^'fjc;] — plainly regarding metre as a 
species, or form, of rhythm. 

I understand, Uierefore, the meaning of Aristotle, 
in this expression — to*; Aoyoic tJ^'Aok, n roig f*fr^oK, 
to amount to this ; — " by words, without the 
" other means of melody and rhythm, or at most, 
" with so much of rhythm only, as is implied in 

" the 

.* ra yctf (AiTfa, m MOPIA r$ivpu9fjm irt, fainfoiu Cap.iv. 
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" the idea of metre i. without rhythpi, m its 
' musical sense of strict time ^.^ This sense of 
the words agrees perfectly with what follows — 
ihy ytff ip «x^*pfi', &c. i. e. " For otherwise— 
" if we do not allow the Epopoeia to imitate by 
" wordSy in the general sense, whether prose or 
" verse — we shall have no common name for 
*^ Epic imitations in prose; and, if we do not 
" allow it to imitate in either one or more species 
" of metre, we shall have no common name for 
^^ the same kind of imitation in Elegiac, or other 



" verse." 



The great advantage of this sense of Aoyoif 
^i\ohg is, that, while it leaves in full force that 
explanation of the whole passage, which I have 
followed, it removes, at the same time, or at least 
considerably weakens, what has always struck me 
as otie of the strongest objections to it. Nothing 
appears to me more improbably than, thsi 
Aristode, advancing a doctrine so new, and so 
repugnant to the prevailing ideas of his own times, 
as, that a species of Poetry might, subsist without 
verse, should chuse to present this novelty in the 
roost offensive way, by beginning at once, and 
without any management, with the mention of 
prose : that he should say — " The Epic Poem 
•' imitates by prose alone, or, by ^erseP If by 
Aoyet; tJ/iAoftc he had meant prose, as Dacier and 

others 



«i 



» See the quotation from Mr, Harris, p. 108-9. 
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Others contend, would he not naturally — one 
might say, unavoidably — have reserved those 
words for the last in the period ? Would not the 
order, in short, have been this ? — " by verse alone; 
" and that either of a single kind, or mixed — or 
** even by prosed As I have rendered the words, 
prose is not mentioned at all, but implied only in 
the general expression of, ^wordn ; as it is, equally, 
in his first enumeration of the means of imita- 

tiou — fv pu9/AU x«i AOr^i xAi a^i4>opi». At the 

worst, the idea of prose is not, as in the other 
version, presented before that of verse. 

With respect to what I have said of the novelty 
of the philosopher's doctrine, and its remqteness 
from the common ideas of the antients concerning 
the importance of m^re to Poetry, I may refer 
even to his ozmi way of speaking, iii general, upcua 
that subject. In his Rhetoric, for ei^ample, be 
says-^/u9jLtov iti «x*»J' tov Xayoi^, M^rf^p ' A, |i*ij' 
noiHMA TAP E2TAI. — *^ In prose-composition 
" there should be rhythm, but not metre— for 
*^ then it will be a Poem^" The reader may 
also be no| displeased to see what Isocrates 
thought of the in^portaxice of verse, in a passage, 
which I have given in note 229, respecting the 
privileges and advantages of Poetry. — Plato goes 
so far, as to compare Poetry, when reduced to 
prose, to a face, which, having no solid beauty of 

form 

9 Rheu Hi. iii, cap^ viii. p. 591. Ed^ Duv»U 
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form and symmetry, has lost its only charm, when 
the bloom of youth, and delicacy of complexion, 
have deserted it'. But the zeal of Plato for 
depreciating' Poetry is well known. * He would, 
probably, have approved the indignation of one 
of the Fathers, who called it " the Devil's wine." 
It must be confessed, however, that he has poured 
a great deal of this wine into his own writings ; 
and were they to be reduced to plain prose, and 
stripped of that ivh^ — that bloom and colouring 
of poetic diction, and poetic fancy, by which they 
are so distinguished, I should be in some pain for 
' the appearance they would make. 

But, to return : — ^After all that is to be said in 
favour of that interpretation, which, on the whole^ 
I have thought it best to follow, I must end this 
TK)te, as I began it, by declaring my conviction 
of the imperfect condition of the original, and 
confessing my doubt, whether- the true meaning 

of 

' — louM [sc. ra ruv Hoarr»^f fuima^ena ye ruv ms 
fMowns XPAMATXIN, edna ip' atnw Xeyofa¥a,'] roig rw 
'AP^IAN Vfo^AMTOi;, KAAAN A£ MH, oia ymrai thf, 
iray aCra to AN90£ mftihiwn.^^Rep.x, p. 6oi . Ed. SerranL 
•—This is quoted by Aristotle, HAet. iiu cap.iy. p. 588. 
Duval. —In Dr. Beattie's Essay oa Poetry, ice. Part II. 
ci, ii. it is, by mistake, attributed to Demosthenes. Nor 
is the meaning of the passage there fully given. Plato 
does not content himself with saying, that ** versification 
" is to Poetry, what bloom is to the human countenance." 
He says, that versification is to Poetry^ what bloom is 
to a face, that ha^ no b^amj but hhom. 
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<rf Aristotle, in this passage, has j^et been, or ever 
Will be, discovered 

NOTE 6, 

P. 103. The Mimes qf Sophron and 
Xenarchus, aj^d the Socratic Dialogues. 

Had Aristotle proposed only to extend the 
term Eiro7r«r«« to aU imtations qf the NAfiKATivE 
Idndy whether in ^erse or prose, whether seriom 
cr comiCy this, to a reader who should enter 
thoroughly into his ideas of Poetry, would not, 
perliaps, appear extraordinary. It would be 
only classing the different forms of Poetry, as one 
•might expect him to class them, according to 
what he himsdf conceived to be the chief and 
most characteristic difference of their imitations. 
But here, we find the name applied to composi- 
tions of a character strikingly different — to Mimes, 
and Dialogues ; for it is indeed, as Dac.i r says, 
a very obvious question, and one which cannot 
but have occurred to every reader — " les Dia" 
logtces ne resemblent-ils pas pi u tot au Poeme 
Dramatiqu£y qu' au Poeme Epique ?" — An 
embarrassing question, and which, being at all 
events to be answered, he answers immediately, 
and roundly — " N<on, sans doute." And why ? — 
Because, sayjs he, ^' the drama imitates by words 
^^ and musicy the Epic Poem, by words only^\ 
But, to apply the expressioa of the philosopher 

VOL, I, fL Vft 
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to this critic — w?a^»; ti, Av« uuxtag^. This is 
much the same thing as if one should deny, that 
two men, of form and features strikingly similar, 
resembled each other, merely because their coats 
were of diflferent colours ; or, to come still nearer 
to the case, if one should assert that one of these 
men bore a greater resemblance to a third, with 
wl)om he chanced to agree in the single circum- 
stance of not wearing a wig. Is it probable, that 
Aristotle, in classing and denominating ^Lpinncipal 
species of Poetry, should be guided by such a 
circumstance as the mere absence of music? 
when even metre he regards as not essential, and 
speaks of it as one of the iSvciAXTa of Poetic 
language ^ He allows, indeed, that music is the 
most pleasurable of the viv(riJt.(ZTa, or $ecisonings\ 
of Tragedy *" ; but, that he regarded it as less 
essential than metre, is evident from the plac^ 
which he assigns it in his arrangement of the six 
parts of Tragedy according to the order of their 
importance ; for he there places it next before 
the Oi^tf, or Decoration^ which he pronounces 
to be, of all tlie parts, " the most foreign to the 
^^ Poet's art:" ^3nr» oUhov tuj TroitiTixuff^— On 
the other hand, the circumstance of Narration in 

the 

i>l ■ I ■■ ■■ I I III ■! , ,, „ ! , I ,W ,1 ■ 

ff 

* Cap. xviii. 

* — A£7» SIb 'HATSMENON Aoyov, ro9 sxovra fu&fm 
Mcu apfimcof xca METPON. Cap, vi. 

* — fieytTOV T«» niucrfAomv, J bid, 

^ Ibid. 



NOTES. 243 

the person of the Poet he every where seems to 
make an Essential mark of distinction between the 
Epic and the Dramatic Poem^: so that, in order 
to avoid making him absolutely inconsistent with 
himself, we must be obliged to suppose, with the 
commentators, that he uses the word 'E^rowoua in 
two senses ; here^ in its general and etymological 
sense, that of imitating, or making, by xvords\ 
and every where else in the common and limited 
sense of narrative imitation^. The first of these 
must be considered as a mere proposal: we must 
understand Aristotle to say no more than this — 
that some common term, to include all compositions 
imitatikg by words only, was wanted, and that 
the term Epoposia, was best adapted to that pur- 
pose. In the rest of his treatise he conforms to 
the established ideas and language.— This, how- 
ever, is by no means satisfactory. It still remains, 
I confess, no inconsiderable difficulty with me, to 
conceive, that Aristotle should, by applying the 
term EiroTrma to all imitative writing, whether of 
a narrative' or dramatic form, without music, give 
it an extension inconsistent, as it seems, with his 

, ' Oivn 

* See Cap, v. — Cap. xxiii. initio. So Cap. xxiv. Iv h 
m 'ETTOTToitoi, ha to AIHFHSIN slvai, &c. — and ihid, 
r\ hrfff^yLaiim fMpm<Ti^, is equivalent to r\ UTroTCOirrtiKn t^fAWi;, 
in Cap. xxvi. 

^ See the note of Heinsius. 

« As in the passages just referred to, Note •, 

n 2 
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own principles, and confounding those distinction^ 
which, in his own view, were tlie most essentiaL 
If he had meant so to apply the term in the 
passage before us, he would, surely, have been 
more explicit, and, where, after this passage, he. 
^st mentioned the Epopceia in the usual sense, 
would have added some words of limitation and 
distinction to prevent confusion. IJut this hd has 
not done. Though evidently speaking of the 
herdc 9ixiA. narrafwe £pic, be calls it only^ 
i Evovoiia ; as if no other application of the 
word had been mentioned. 

Of the Mimes of Sophron we can acquire 
but a very imperfect idea, either from what is 
said of them in antient authors, or from the 
fraginents that aure jwreserved in Atlienaeus, De- 
metrius, and others. It has even been long dis- 
puted among the learned, whether they were 
prose or verse; and, at last, it seems to be 
settled, that they were neither ; a kind of com- 
promise comfortable enough to the disputants on 
botli sides ; for if the fragments are something 
between verse and prose, they, who assert them 
to be either, are somethino; between right and 
wrong. I shall not enter into this discussion ; 
but refer the reader tp the remarks of tlie 
learned V^lckenaer on the argument of the 
Afmia^Btrai of Theocritus ; where he will find 
some curious and uncommon information upon 
4 this. 
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this subject*. That these compositions, however, 
were either a specfes of the drama, or, at least, 
dialogues in the dramatic form, there \eems to 
he no doubt'. Dacier, imfeed, asserts, that they 
were, like the Epic Poem, " une imitation com- 
** posee de narration et d action." But he pro- 
duces no proof of this, nor do I know of any. — 
I must farther observe, that, supposing what is 
related, of the fondness of Plato for the Mimes of 
Sophron, and of their having been his model in 
the [AtfAn^i^ TTf ocw^wv of his own dialogues ^, to be 
true, it may reasonably be inferred, that we 
ought by no means to confound them with the 
Roman Mimes, or to apply to them, as is too 
often done, all that is said of the latter by 
Diomedes, and other writers of that age. Such 
licentious and obscene trash would not, surely, 
have been found tmder the pillow of the moral 
and reforming Plato; and that, oAow Itti yuja®* 
»^w, and, as some assert, even in the hour of 
deatli^ In saying this, however, I do not forget, 

that 

^ Theocrhi Decern EUyllia, Lug,- Bat. 1773. ^^^> 
particularly, p. 200, 

* See Casaiibon^ de Sat. Pees. cap. iii, p. 115, 116, and 
the passage of Plutarch to which he refers, Sympos.Prob, 
lib. vii. Prob. viii. p. 1268. Ed. H. St. And, in his trea- 
tise Ilors^a T«v (ioav. k. t. oX. p. 179^* 

^ See Valckenaer's Tlieoc. p. 194. 

^ Sophron, mimorum quidem scriptor, sed quern 
Plato adeo probavit, ut suppositos capiti libros ejus, cum 
moreretur, habuisse tradatur. Quintil. u 10. 

R 3 
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that delicacy is not to be sought for even in the 
strictest morality of antient times. For the best 
idea that can now be formed of the manner of 
this faihous mimographer, we must have recourse, 
I believe, to the fifteenth Idyl of Theocritus ° 
which, as we are informed in the MS. argument 
found by Ruhnkenius in the royal library at 
Paris, is an imitation of a Mime of Sophron 
upon a similar subject", A more exact piece of 
natural delineation cannot be imagined. It is 
not, indeed, la belle nature ; it is the nature of 
common and simple, or, as some affect to call it, 
of l(m)y life ; but copied with so close and faithful 
a pencil, that, to every reader accustomed, in any 
degree, to observe the manners of mankind in 
general, and whose taste is not perverted -by 
affectation, or fettered by rule, the trulli and 
reality of the imitation will, I believe, amply 
compensate for the want of dignity in the thing 
imitated. To those who receive no pleasure from 
this source, I would rather recommend the belk 
nature of Pope's Pastorals, or the still Jiner 
nature of Fontenelle's.^-I would only observe 
farther, that this imitation of Sophron is in 
the strict dramatic form ; and that it contains 

nothing 

■ ■ ■• ■ ' - ■ -^ . — — . i.. . 

° The l^u^oataaiMy h AiuvtaiHo-ai, The Syracusian 
women, or, the women at the festival of Adonis. 

l(r9fMa. Falcken. Decern Eid. Theoc. p. l88. 
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nothing in the least degree indecent, or dis- 
gusting. 

Of the AOroi znKPATlKOI, by which, un- 
doubtedly, Aristotle meant chiefly, if not solely, 
the Dialogues of Plato, I shall only observe, 
that they have all, in a high degree, the dramatic 
and imitative spirit, and that by far the greater 
part of them are in the unmixed dramatic fonn% 
so as to admit of representation ; and it^ accord- 
ingly, appears from Plutarch^ that those of the 
lighter cast among them were sometimes per- 
formed by boys, as an entertainment, at the 
Symposia of the Romans in his time ^. 

NOTE 7. 

P. 103. Connecting the Poetry, or 
Making, with the metre. 

— 'EvpUTrroyrti Tft> [Asr^ca ro irotup, — Not, " 6n 

** applique au vers seul ridSe quon a de la 
PoesiCy' as M. Batteux renders it, but, a^ it is 
translated by Piccolomini, with his usual exact- 
ness — " congiugnendo il mrbOy liomvy [PoicWy 
** cio e fare,] cm la qualitct del melroJ" — I un- 
derstand Aristotle's expression to mean, not the 

connection 

^ We have, I think, thirty-two dialogues of Plato, 
taking those De Republican and De Legibus, which are 
now divided into books, as each one dialogue. Of these 
thirty-two, only six are in the narrative form. 

P Plutarchi Sympos. Prob. lib. vii. Prob. viii. 

R4 . 
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connection of the general idea of Poetry with 
that of Verse, though this indeed be implied; 
but, the. junction of the zvord^ Hohuv, with the 
name of some particular metre, in the com- 
pound words, EAfy£»o?ra»o», EwoTFoi^t, and the like* 

NOTE 8. 

P. 103. Treatises of Medicine or na- 
tural Philosophy in vxrse. 

Two Poems of £mpedocles — that concerning 
Nature, and his Expiations — contained together^ 
according to Diog. Laertius, Jive thousand hexa- 
meters, and another, on the subject of Medicine, 

six hundred,— ru ^ly iv fri^i ^TSEHS ajrw xtt» 

lATPIKOD Xoy^y sU fv»i i^AMtrict [End of the 
Life of EmpedoclesJ] This, by the way, con- 
firms the emendation of Heinsius — fvinHovy for 
[Matrixov, Nothing, I believe, is known of any 
antient Poem on the subject of Music. 

The earliest philosophy was natural philo- 
sophy, and the earliest vehicle of that philosophy 
was verse. Orpheus, Hesiod, Parmenides, Xeno- 
phanes, Empedocles, and Thales, are all men- 
tioned by Plutarch as poet-philosophers of this 
kind. Pythagoras is said to have written a Poem 
On the UniversCy in hexameters*. This mea- 
sure 

. _ r 

* Ilffi T8 *Oa8, sv sTsa-t. Diog, Laert. VIII. 7. — And 
see Plut. Ilefi ts jt*n xfw Bfifjterga^ &c, p. 716. H. Step A. 
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Sure was, at least, suited to the dignity of phiio* 
sophical speculation. We cannot say so much of 
the verse chosen by Epicharmus for the vehicle 
of a treatise Concerning sensible and intellectual 
objectS'-^Iltfi T«y al^inruvxcci vonrw — part of which 
is quoted by Diog. Laertius in his life of Plato**. 
It was written in the Trochaic tetrameter, a 
very unphilosophical measure, if rightly charac^ 
terized by Aristotle, who gives it the epithets of 
Tjap^sf oj» — ©f p^nrwcov — KOPAAKIKX2TEPON '. An 
English reader would be surprised, on opening a 
didactic and philosophical Poem, to find it 
written in the measure of — " Jolli/ moj^talsy Jill 
your glasses^' &c. 

NOTE 9. 
P. 103. Homer and Empedocles have 

NOTHING IN COMMON BUT THEIR METRE. 

s 

In his book De PoetiSy Aristotle spoke some- 
what differently. He there said, as cited by 

Diog. 



»> III. 10. 

* RAet.iii. 8. Poet, cap.xxiv. The word, xo^^ataKcors^ov, 
cannot be adequately translated. /* A j'tggish measure^* 
would be weak, to the force of the original. The 
KofSal is known to have been a kind of dance, so full 
of buffoonery and indecency, that Thcophrastus makes; 
It one of the marks of his Profligate Man^ that " he will 
** even dance the Kof3fltJ, sober^ and without a mask.^^"^ 
Theophrasti Charact. c^p. yi. Ilsf 1 Aitwoiot^* 
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Diog. Laertius, "that Empedocles resembled 
" Homer in the beauty of his/DiCTiOK ; abound- 
". ing in inetaphors, and making a happy use of 
" the other embellishments of Ppetic language *." 
It does not seem easy to make this perfectly con- 
sistent with what he here asserts— that Empedo- 
cles had nothing in common with Homer but his 
metre. He meant , I suppose, no more, than. that 
Empedocles had nothing of the true Poetic clia- 
racter of Homer, his invention, imitation^ &c. 
But he certainly has said more. 

NOTE 10. 

P. 104. So, ALSO, THOUGH ANY ONE 
SHOUtD CHUSE TO CONVEY HIS IMITATION 
IN EVERY KIND OF METRE, &C. 

The conjecture of Heinsius, who contended, 

that — »x fiSn xat troitrnv frgoa-xyogivrsov — should be 

read interrogatively, I have rejected, because the 
sense it gives the passage appears to me to be 
trifling. It makes Aristotle say — " If Poets are 
" to^ be denominated from their metre, what 
" name is to be given to him, who writes a 
*' Poem in all sorts of metre ? You cannot call 

" him 



'OMHPIKOD b "EixTTileHMiy xai im^ mz^i tw ^PASIN 
y£7W£, (A^Tofpo^iK®- re m^ hoi roig oC^^ig roig m^i Tcomrw^ 
hrnsvyf^a-i xf«ft5v©*. Diog. Laert, lib. viii. 57, 
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** him an Etto^o*^, an lotfA^oTroi^f Sec. Is he, 
" therefore, not to be called a Poet at all^ be- 
*' cause you cannot call him the Poet, or Maker j 
" of this or that particular qietre?" — But the 
answer to this would surely be obvious : ^* We 
cannot, it is true, call him any one of these, 
exclusively; we call him all these; he is the 
Poet of every metre, in which he composes ; 
" find, in our ideas, the more a Poet, in propor- 
" tion to the number of the different measures, 
" of which he shews himself a master." — I must 
also remark, that, in this way of understanding 
the passage, the word, o/ao»«j, is noT; accounted 
for, nor fairly rendered, I think, either in the 
version of Heinsius, or in any of those that 
follow him. 

I have, also, rejected the reading of Victorius 
— 'OT TTomro rnv fAifAfitrtv ; because it appears to 
me, that the phrase will not admit of the sense, 
in which it is rendered, of not imitating at all. — 
It is observed by Victorius himself, that the 
phrase, irouitrioci my lAifAtKnv, is never used by 
Aristotle as equivalent to [AifAeKriixi onlj/y but 
always where he is speaking of the means, 
or manner, by, or in, which, the imitation is 
mcfde. Thus, ch. i. — noiOTNTAI mv /Ai/Ano-iv EN 

PT0Mni xat AOmi xaf APMONIAI. — Again — 
AlA TPIMETPXIN x. t. aA. nOIOITO tuv /AijtA»i(r*». 
And, at the end, £N *OIZ nOIOTNTAI rnv 
u*/A)i<r*y— '*' the different means, by which they 

form 
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form or execute their imitation/' — Thus, too^ 

ck. xxiv.—i] yaf T*y EN AAAHI TINI METPHI 
fivy^fAOOTiKfiu [AlfAfitnv nOIOITO. — ch. vi. EN TOT- 
T012 [sc. i^iXoiraha, xa* Xsj^a] nOIOTNTAI rtiv 

/AtjLttKTiv. So ibid, with a participle — ITPATTON- 
TE2 noiOTNTAI rnv p*jw»i(r»y — as in the passage 
before us, dwotyra. ra fAsr^a MIFNTXIN IIOIOITO 

mv pi/MrH(rtv. — The construction and the sense are 
the same, when the same mode of expression is 
applied to other subjects; as, cap. iv. ^— ra? 
l^dh&ng itolEITAI AIA MIMHIEHS — And, 
Rhet. lib. I cap. i. sect. 3. AIA THN KOINXIN 
nOIEIX0AI ra^ TTks-ng kgh rag Xoyn; — ^i. e. " tO 

" argue through the moMum of cotnmon and 
" popular truths.'' — I do not know of any 
instance, in which irouKriott ruv [AiiAntrtu is used in 
any other way, or put simply fof fiifAntrioci. 
I cannot, for example, conceive, that Aristotle, 
instead of, ro ji yag MIMEI2)0AI o-u/Afur^v roig 
avfifwvoK, (cap. iv.) would have written— to re 
yaf nOIEI20AI MIMHXIN irviAfvrov, &C. It 

appears to me, that, whether the phrase be used 
positively, or negatively, some imtation is equally 
implied; and this sentence — £» tk ivMr» rot 

(4,eT^(» fAiyvvcav OT Trotono THN /x</Mi}a-iv-^ — I should 

by no means think it accurate to translate — '* If 
" any one, mixing all sorts of metre, should not 
*' imitate; — but, (to construe literally for the 
sake of clearness,) " if any one should not make 
" THE, (or, which is the same thing, HIS) 

" imitation 
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•• imitatioti by mixing all sorts of metro/* This, 
I confess, appears clearly to me to be the fair 
English of that Greek ; but as this certainly can- 
not be the meaning of Aristotle here, I must 
abandon the reading which gives it, and content 
myself" with following that explanation, which is 
encumbered with tlie fewest difficulties *. The 
sense, in this way, does not materially differ from 
that, wlHch is given to the passage by those who 
ad(^t the reading of Victorius. The word, ojueiwf , 
has tluis its proper fprce. So has, ix HAH^ KAI 
irofirrny v^ wfltyapsuT^av. As if Aristotle had said — 
" Such a writer we might, ceftainly, on the first 
*^ glance, call, a versifier — a metre-maker — 
^^ l^rovoioy^ tXcysioiroioir, &c. but we should not 
immediately (HAH), merely on account of th^ 
variety of his versification, allow him alsa 
the title of Poet — ^KAI woimnv v^ocxyo^svTioifJ^ 
I must, however, be again permitted to declare 
my doubt, as to the integrity of tlie text. — I have 
here given, as I have been obliged to do in many 
other plac^, that sense, which appears to me the 
best that can be given to the original as it stands ; 
not that, upon which 1 can with any confidence 
rely, as the clear meaning of the author. 

• According to the Version of Goulston — '* Similiter 
** vero etiam si quis omnia metrorum genera uno in 
** opere permiscens, imitationem instttuerit^ (quemad- 
*< modum Cbseremon, &c.) non statim Poetse titulo, 
'' ob carmen^ sed ob imitationem^ insignieadus/' See also 
C^astelvetro, p. 25, 26. 
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NOTK 11. 

P. 104. As Ch^remon has done ix 
HIS Centaur. 

From some curious fragments of this Poet 
preserved, or, rather, half-preserved, in ilthensBus, 
his genius appears to have been of a. gay and 
voluptuous cast, and to have delighted in minute 
description of pleasurable objects. In the lines 
quoted by Athenaeus from his Tragedy of Mneus^ 
which are a description of a group of beautiful 
virgins sporting by* moon-light, there is certainly 
some fancy, and some elegance; but, of that 
kind, the eJBfect of which is, perhaps, somewhat 
counteracted by too much appearance of affec- 
tation and research. And this corresponds with 
1:he character given of this Poet by Aristotle, 
in his Rhetoric [lib. iii. cap. xii.] that he was, 
«xfij3iif utTTTtg >oyoyfa^©j; and of that class 
of Poets, whom he calls ai/«yy«nxot; that is, 
whose productions, as we commonly express it, 
read better than they act; are more adapted to 
the closety than to the stage. The antient Poets, 
both Greek and Roman, were often, I believe, 
indebted, for their descriptive ideaSy to Paint- 
ing, or Sculpture. This passage of Chaeremon 
is certainly very picturesque, and was, pro- 
bably, suggested by some painting on the same 
sutyect. 

AthenajuSi 
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Athenaeus says of this Poet, that he was par- 
ticularly fond of dwelling upon the description of 
flowers^ — iTTixara^of©* iin t» ayfltj*; and cites 
some lines of that kind from his Tragedies. 

In his Centaur, which Athenaeus calls 
Jf a/A« TroXvfASTgeVf we must understand, that even 
the dialogue was in various metres; for in the 
choral parts this would have been no inno- 
vation. 

NOTE 12. 

P. 105. POLYGNOTUS — PaUSON DiONYSIUS. 

... ■ » 

Poli/gnofus .emd Patison are also mentioned 
by Aristotle in his 8th book De Rep. cap. v. 
where, speaking of 'Painting with a view to 
education, he says, that " young men should 
*' not be permitted to contemplate the works of 
" Pauson, but those only of Polygn otus, and 
" of other artists who excelled in moral eapres- 
" sion\'^ It seems probable, from this passage, 
that the pictures of Pauson were not only of a 
ludicrous, but also of a licentious cast To w^hat 
a degree the abuse of this art was carried in 
Aristotle's time, appears from another passage, 

{Rep. 

* Atken. lib, xiii. p. 608. 
iyai^TOTTom iriv tfim^-.-^^Dc Rep. viii. 5. 
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{Rep. lib. vii. cap. xvii.]^ in which he says, the 
magistrate should suffer no '^ licentious and inde- 
" cent paintings or statues," such as would en- 
danger the morals of youth : but the exception 
that follows is curious ; — " Unless,'' he adds, 
" in the temples of some deities of that 
^* CHARACTER, whosc legal and established wor- 
" ship consists in ludicrous and wanton rites V 

While I am upon this subject, I cannot forbear 
adding a singular passage of Euripides, where 
Hippolytus, vindicating himself, and asserting his 
chastity, says, with a ndvcet& that, I fear, would 
hardly be received with decent gravity by a 
modern audience ; — 

Ag%»^ yoL^f 61V roS* ^[AS^ag^ dyvov hfiotg. 

OvTC ol^x nPAHIN THNAE, ^rXiyv X«y&) xXuory, 

rPAOHI TE AErsrXlN' ih rauroL yof (TTcmtm 

n^oGvfjLi^ Blfjui, HAPeENON YYXHN Ix^^v. 

HippoL V. 1003. 

I am a stranger to the couch of love ; 

Nor know I of its rites more than the tale 

May have informed me, or the Painter's pencil 

Presented to mine eye ; yet on such picture 

Dwells not mine eye delighted, for my mind 

Is as a virgin's pure. 

[Mr. Potter's Translation, v. 1 060.3 

The 

-%~t r- - 1 — nrT ~i r tti • ~— . , 

* — {i,yl^& fjstrrs ayao^ixa fMrrs y^apof uvea TOlOTTilN 
nPAHEXXN MIMHSIN- d fjL-n tto^ tm ®EOIS TOIOT- 
TOIS, Qiinoi'm T«to^fAoy QVJtQ^^7Vf j vo^k®'*^^ 
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The Pauson mentioned by Aristotle was pro- 
bably the same painter, whpse poverty * only is 
recorded by Suidas % and of whose wit we have a 
curious specimen in iElian ^. 

Of DiONYsius, too, very little is known. 
That he excelled in natural representation and 
exact resemblance — in exhibiting men, such as he 
saw tliem, without ideal grace on the one hand^ 
orexajgerated deformity on the other— is known, . 
1 believe, only from this passage of Aristotle. 
Dacier says this account is confirmed by JElian ; 
but I think he is mistaken* It appears to me, 
that the i^tyti^ of which ^lian t^peaks, as the 
only difference between the paintings of Poly 
gnotus and those of Dionyslus, is literal, not 
figurative, magnitude. He says only, that the 
pictures of Dionysius, "except, that they were 
" on a small scale^ were exact imitations of 
" Polygnotus, in the expression of passions and 
** manners^ the attitudes of the figures, the 
" lightness and transparency of the draperies, 
*' and evety other circumstance *.*' It is not 

easy 

■ - .. ■ r - „ 11 ,, I ,11^ ^ 

* navam®- Trraxorif&'i was proverbial. Suidas. And 
sec Artstoph, Plut. 602. Thesmoph, 958. Acham. 854. 

' Lib. xiv. cap. xv.-^And see Dacier^s note on die 
passage of Aristotle. 

* ftw IIoXjo^wt®- iy^a/pt ra fieya)^ um ev roig TEAE- 
lOIS Bi^aisro ra oBha' ra h t« Atotutrm, IlAHN TOT 
MEr£0OT2^) 7919 Tu no>Myvaiu rsxym ifiifiBno $U Tnv 

VOL. I. s AftfiPaaVf 
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^asy to sfee how Dionysius could copy so exactly^ 
iU flfxfijSciav, the expression^ atid the forms^ or 
attitudes^ of Polygilotus, without copying, at the 
same time, his greatness of manner, and his im- 
provement of that nature which he imitated ; for 
these seem entirely to depend upoa those two 
circumstances, the expression of the countenance^ 
and thei airs and attitudes of the figures ^ 
- It seems, therefore, doubtful, whether Aristotle 
and -Elian speak of the same person. There 
mustj in all probability, have been more painters 
than one, of that name; which was so com* 
mon, that the writers so called, alone, furnished 
Meurslus with matter for a whole book. — ^The 

pictures 

'i ---I ^1 I » ii I II 

mM^i$2icafy 7ra6®-y xou hO®^, hou crxnfAmraxif x?*^^h ^tMirtm 
a^TTTODiTaf, MM ta >^iva.—jElian, iv. j. If the sense of 
the whole passage left room for doubt as to the sense of 
the word /bccyed^, it would, I think, be sufficiently fixed 
by what follows— ev TEAEIOIS. i. e. justd statura^ as 
rightly rendered by Perizonius; in large figures y — a/ 
large as lifey &c. Dacier's " visoit a la perfection,^ is 
nothiag to the purpose. 



' " The painter has no other means of giving an 
,« idea of the dignity of the mind, but by that external 
** appearance which grandeur of thought does generallv, 
*f though not always, impress on the countenance ; and 
.** by that correspondence of figure to sentiment and 
*' situation, which all men wish, but cannot command J* 
---Sir Jos. ReynoIds^s Disc, on Paintings p. 1 1 X. 
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J)lctai*es of Dionysius the Cobphonidn are men- 
tioned by Plutarch' as being painted with con- 
©ideraole strength of pencil, [ — Wx^v lyfovra, xai 
Towir,] but in a manner which appeared forced and 
laboured, [ixj3fPia(rn4cvoy,] and which he opposes 
to the freedom and facility of Nicomachus^ -^tio 
seems to have been the Fd Presto of the antient 
painters ^. This faultj so likely to be that of tlie 
artist who aims at an exact and scrupulous re- 
semblance of the nature that is before his eyes, 
may, perhaps, afford some presumption, that 
Plutarph and Aristotle speak of the same painter* 
What Aristotle says of these three styles of 
picturesque imitaton, is easily applied to modem 
times. The productions, indeed, of these antient 
artists, were perishable and of short duration ;— * 
*' At genus immortale manet :*' these specific 
characters have subsisted, arid probably will 
subsist, in every period of the art. For thejiatne 
of Polygnotus, it is obvious enough to substi- 
tute that of Raphael, or other masters of the 
higher Italian schools. " When a man," says 
Mr. Richardson, with that simplicity of enthusi?* 
asm, which gives so amusing a singularity to his 

writings', 

* 

t Life of Timoleon — vol. i. p. 461* Hen. Steph. 

^ Luca Giordano was called, Luca Fa Pr^j/^. Pliny 
$ays of Nicomachus — <^ Nee fulc alius in eal arte 
Velocior^ — Lib. xxxv* caf. x. 

S 2 
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^nitings' — " When a man enters into that awfuf 
" gallery at Hampton-court*', he finds himself 
** amon^t a sort of people superior to what he 
" has ever seeriy and very probably to what those 
^* really were *." This is 6xactly the ^iXrmot^ if 
jt«6' ^p«c of Aristotle. *^ Michael Angelo," says 
the same author, '^ no where saw such living 
" figures as he cut in marble." — The Flemish 
and Dutch schools will supply plenty of substi- 
tutes for the Dionysu of antient pmnting — ^those, 
who, like Protogenes, ^* in picturd verum esse, 
" non verisimile^ volunt"*.'* Rembrandt must 
occur to every body. Even Rubens " took his 
^' figures too vanQhfrom the people before hirrC 
\Sir Jos. Reynolds'^ Disc. p. 133.] 

As for the Pausonsy the buffoons of the art, 
they are to be seen in the windows of every 
print-shop. We must not, however, confound 
with these " Tom Browns of the mob," as Mr. 

Walpole 



' See Mr, Walpole's just apology for the singularities 
of Richardson's style, and just censure of those^ who 
saw nothing, in that sensible and original writer, but an 
object of derision. — Anecdotes of Painting. 

^ Where the Cartoons then were. 

' Theory of Fainting^ p. 96. Ed. 1 773. 

" Plin. lib. XXXV. cap. x. See his account of the 
laboriousness of that painter. — See also JElian, Var. 
"i^/i/. lib. xii. (0^. xli* and Plut. in Detnet. p. 1646 
Jt4^.H.S. 



\ 
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Wnlpole calls thein% the moral humour pf 
Hqgarth, or the spo ^iye, but harmless, exagge- 
rations of Mr. fiunbury. Ho^rth, indeed, in 
general, and in his greatest works, seems rather 
to belong to the highest class of the esact imi- 
tators of vulgar nature — rwv *ATAnN, His 
Country-dance, however, may be mentioned as 
an example, and an admirable ope, of exagge^ 
rated comic imitation, in which men are made^ 
in somjB degree at least, " worse than they are? — 
XEIPOrZ uxal^i. — And if any man can look at 
this print, or at the Family-piece, the Coffee-house 
Patriots, or the Long Story, of Mr.Bunbury^ 
without feeling a high degree of that pleasure 
which arises from the perception of strong 
humour, he must, I think, be still more un- 
provided with a sense of the ridiculous, than 
even that Crassus, who is recorded to have 
laughed onge, though once only, in 14s Ufe% 

NOTJE 13. 
P. 105. With the music ,of the flute 

AND OF the lyre. - - - 

Thus- Plato, in the very language of Aristotle, 

pijtAu^ara BEATIONXIN xai XEIPONXIN ANQPH- 

ni2N. [De Leg, vil p. 798. D.] A modern 

read***:, 

^ jtnec. of Painting, vuL'iy.p.lJ^^ 

« 3. 
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reader, tiiat is, a person who readft an antienl 
author with modem ideas, might be inclined to 
ask, how men arc to be represented as better, or 
worse, than they are, or bow, indeed, represented 
at alt, in a harpsichord lesson, or a solo for a 
German flute? But the same reader, supposing 
him in any degree conversant witli music, would 
surely be at no loss to conceive, that it admits of 
the difference of serious and coniic expression; 
and admits of it in various degrees, from the 
highest elevation and dignity of style, down to 
the coarse and vulgar jollity of the gavot, or the 
hornpipe. Now the meaning of Aristotle, put 
into modem musical language, amounts, 1 appre- 
hend, to no more than that Suppose, then, the 
music, in these different styles, to be accompanied 
by words^ relating the actions, or imitating the 
speech, of low, or elevated characters ; xve might 
say, that the mpsic was expressive of such 
actions, or characters ; the antients would have 
said, that it imitated them. On the contrary, 
suppose this music merely instrumental, we 
should, in general, ojjjy say, that it was grand, 
end sublime, or comic, mean, vulgar, &c. But 
the antients, from the close, and almost insepa- 
rable connection of VAeir Music with Poetry, and 
particularly with the most imitative sort of Poetry, 
the Dramatic ^ ; and partly, also, from the nature 

of 

f Piss. II. p. 7 ij, &c^ 



X9 Q T E ^- 163 

Qf their Music itself % would, in this 'c^Sije Ukp^ 
wise, have retained much t^e.sapr^ languagie, and 
would have considered thi^ AXusic ai? imitative 
of the msinijers and gassioos of exalted, oj: 
vul^r characters, or eyep as repn^^ntbig^ thpse 
characters tbena^eltes.^— But the.different icjeag, 
or rather, the different, lan^age, of t}?e antient^ 
and the modem3 on this subject, I have con- 
sidered more fully, aqd enfieavpured to account 
for, in the Seccmd Dissertation. 

« 

KOTE 14. 
P. 105, ClEOPHON, as they; AEE.r— • 

It may be worth while to remark, that the 
character Aristotle gives of the diction of Cleo- 
phon*-=— that it v/as of the common and familiar 
kind, without Poetic elevation — corresponds with 
the account here ^ven of the gei^al object of 
his Poetry, the exact delineation oi common 
nature and common life. He who means to 
represent men as they are^ will also, of course, 
represent their language nearly as it is. 

The only Poet of this name, of whom, I 
believe, any account is given, is recorded as a 
Tragic Poet ^ : but Aristotle undoubtedly alludes 

here 



% Diss. II, p. 76. 

* Part II. Sect, 26. Of the Orlg. cap«xxii. 
^ Suidas V. Cleophon. He gives the narnes of some 
pf his Tragedies. 

S4 
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here to a Poem of the narrative kind. In another 
part of his works he mentions a Poem of Cleo- 
pbon, called MANDRABULus^ From the pro- 
verbial expression «- fTi Mavigei^sXa x/^^u to 

wgctyfAot (** worse and ^eootpse^ like the affairs of 
Mandrabulus^ — ) in Lucian^ and the account 
of its origin in Suidas, and Uesychius% it seems 
very improbable that the Poem was b, Tragedy. 
We may rather conclude it to have been of a 
comic cast; and ^ it seems no unreasonable con* 
jecture, to suppose, that it might be of the 
narrative kind ; modelled, perhaps, in some re* 
spects, upon the Margites of Homer. At 
least, the two heroes seem to have been of 
kindred characters. 

KOTB 15. ^ 

P. 105. HeGEHON - - - - INVENTOR OF 
PARODIES* - 

See Athenaeus, p. 698, 699, and 406, 407. 
And Fabric. JS/A/ioM. Gr. lib. ii. cap. vii. — The 
Athenians were delighted with this sort of Jun — 
of all expedients to raise a laugh, the cheapest, 
and, at the same time, the most infallible. 
Homer was the great ctnd inexhaustible resource 

of 

^ De HopAi. Mlench. cap. xv, where we should, I $up« 
pose, for MeaH^Qfi^hta^ read, MoySf A|?iiXi». 
* t)e Mercede conduct, 478. Ed, Benedict, 
f V. Em TH Ma»tfaffa\v, 
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of these Parodists. The best and most consi« 
derable specimearemaining, of this kind of Poem, 
seems to be the Homeric description of an Attic 
supper by Matron^ a great I^arodist, and a great 
eater, in Athenseus, lib. iv. cap. v. Isaac Casaubon 
calls it, " Carmen ingeniosum, et leporis ac ve- 
^* nustatis plenissimum." — ^The first tliree lines 
may serve as a specimen : — 

The Poem, it must be confessed, has some 
pleasantry, and much: dexterity of comical per- 
version. We cannot wonder at its effect upon 
a people, who had all Homer in their memo- 
ries. It is easy to conceive the roar of the 
Athenian upper gallery, when, in the description 
of the cook, brining in the supper, they heard, 
this line: 

Ta> S* u^oi TBG-ci^ociceuroc [UXmvcci XTTPAI 



Wovro^. 



Sometimes the Parody depended on a pun ; of 
which Atbenaeus gives, with great complacence, 

a curious 



I ■ 1 1 »i ■ 



Horn, Od. iniu 
^ Hxflov rof i cmiviy isdhi^ ?« ftoi l<rw£TO ?ux®-. Horn. 

Horn; ia CataL fassim^ 



\ 
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a eoriods example,' in a scrap from a Parody of 
EubceuSf describing a^uarrel between a barber 
and a potter. The barber, whose wife, it seems, 
the other attempts to force from him, addresses 
the potter in the language of Nestor '^ : — 

KOTPHN, 
Mijre <ru, nHAEI AH. - -- 

— where the joke depends on the allusion to 
IIHAOS, mud, or clay; and, probably, to the 
trade of the speaker, in the word xsgnv ; or, 
perhaps, to the instrument of his art, which we 
may suppose tl^e actor of the Parody to have 
brandished at his adversary. — But I do not mean 
to take to myself the honour of this illustraticHi 
of an Attic joke. It is to be found in the Poetics 
oij. C. Scaliger. — See A then, p.^99. B. 

NOTE 16. 

P. 106. The Deliad. 

The conjecture of Castelvetro, ruif AElAiaJ«, ^ 
(which might be rendered, The Poltromad,) was 
certainly ingenious, but, I think, unnecessary. 
Dacier's account is probably right ; and both his 
idea, and the common reading, seem to receive 
some support from the similar national titles that 
are preserved of other pieces of this Poet ; such 

as, 

f See U. I. 275, &c. 
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fks^ K^nrfCy Aait(ayit, Ayijuwoci. -^ See Suidos and 
Fabricius* 

NOTE 17. 

P. 106, So, AGAIN, WITH RESPECT TO 
PITHYEAMBICS AND NOMES. 

The expression, in this passage, is too general, 
and too little is kiiowb of the exaimples mentioned 
in it, to admit of perfect satisfaction, m ith respect 
to any thing farther than its general meaning ; 
1. e. that both Dithyrambic and Nomic Poetry 
adniitted the same differences in the objects of 
their imitation. For so, I think, the sense requires 
us to understand ; not, that the imitation of heroic 
characters was appropriated to the one, and that 
of light characters to the other. Both these 
species of Poetry were hymns ; and though the 
Dithyrarpbic, or hymn to Bacchus, might, indeed, 
from its wild and free character, be privileged with 
d. greater latitude and variety of imitation, yet I 
Jknow of no authority that will warrant our going 
so far, as to suppose, that they were essentially 
distinguished from each other in this respect, like 
Tragedy and Comedy*. 

The construction of the Greek. I understand 

to be this : — jtAi/AU(ra«To du tk, «? T^fAoiii^ KXi 
^^Ao^fvO' [sc. liMifAna-auro] Ui^irAi k»i KuxA«9rftf. 

I am 

* Yet so the last Ox. editor seeras to understand :— 
** Hocdijfferre Nomos a Dithyrambis, quod i/Iis fersonas 
^* ^rftyef^ Aif levcs fmitifrentur,^* p. 273, 
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I am astonished, that any commentators shou 
have taken either of the compositions here m 
tioned for dramas ; an idea totally repugnant 
the plain §ense of the whole passage, and to the 
evident purpose for which these examples are 
cited. With respect to the Kf^o-d^t, the passagft 
of Pausanias may be regarded as decisive;-^— 

TiMXxiB — diour^ TifAoOcv NOMON, t« M*Aii(ri», 

^EPSAI^ 

The Poem of Philoxenus here meant must, 
clearly, have been either, a Nome, or a Dithy- 
. rambic Poem ; most probablyj the latter. Phi- 
loxenus is recorded as a Dithyrambic Poet ; and 
Aristotle's illustration will be more complete, if 
■we understand him to exemplify in each of the 
kinds of Poetry in question. It is by no means 
certain, that the Cyclops of Philoxenus mentioned 
by Athenaeus, JElian, and others, is the piece here 
alluded to : and, if it were, which, undoubtedly, 
appears rather probable, I know of no sufficient 
proof that it was a Drama, as it has been re- 
peatedly called. If .-SElian is to be regarded, it 
certainly was not; for he calls it /tAiXoc — a term 
appropriated to Lyric Poetry. — rov KYKAHflA 
tlfyotfrccTo, Twv l^ur^ MEA^N to KctAXifok% 

I men- ' 



* Paus. Arcad, — And the Poem began with an hex- 
ameter verse which is there quoted. Yet Fabricius calls 
it a Tragedy. 

^ JEi. Far. Histp Hi. xiucap.^ 



y' 
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I mentioned, in the conclusion of note 1. a 
problem of Aristptle, from which it appears, that 
the Dithyrambic^ Poetry was not originally jtwi- 
tative, but became so by degrees. It is the 1 5tli 
of the Harmonic Problems, Sect. 1 9. It is there 
said, that the Dithyrambics, after they became 
imitative f l.-id aside the antistrophical form, 
(i.e. the division into corresponding stanzas ^) 
in which, before, they had been composed *. And 
the reason assigned for this is, that, originally, 
these Dithyrambic hymns were performed by dxo- 
russes of gentlemen^ [iXf uOij 0*] who could not sing 
in the style of artists, and professors : [iymi^i^t^ 
cft^fiv :] the, words were, therefore, set to the sim- 
plest kind of melody, such as that, in which the 
same air is repeated to similar stanzas, as in our 
ballads ^ But afterwards, it seems, the perform* 

ance 

^ ■i ■■ ■ ■ .■■■*■■ I ■» I ■ . 

* Awrfo?®-— I2H, 'OMOIA. Hesych. 

• — -IwfiJay fjufjunuioi iyevovro, hcen ix^avf ovrirgofH;, 
WgOTigov ii slxcv* 

^ AlO a'JFT^fifa iTroiHvro auroig ra fAiXrf h h dnrtrfo^®- 
aTiKsv' agidfi®' yog In nai ivi fAsrgeircu : i, e. (if I under* 
stand it righdy,) it consists of a number of parts t/tat 
have om common measure. 

That, in the Strophe and Anti^trophe of the (Jreek 
Ode, the same omsical strain was repeated, is clear 
from Dionys* Hal. de Struct. Orat, § 19. rotf h ra fUkn 
rfctfwhu.r.ax. And also from what Aristotle, in this 
Prob. says of the Nomes, which were not antistrophical, 
and ihc melodies of which, as well as the wards 77 (aiijoi^u 
wctihuQu AEI ETEPA yivofuva. 
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ance of these hymns, like that o£ the Nbmes^ ^m 
left to professed musicians, the dym^rxi, qr masters 
cf the art, who contended with each other in trials 
oi skill, and who were, of course, to exeit all 
their imitative ipowevs. The symmetry of strophe 
and antistrophe, and the simplicity of air regularly 
repeated, were ill adapted to this purpose, which 
required length, variety, and frequent changes* 
of metre, melody, rhythm, mode, genus, &c. in 
confbrmity to the various subjects of imitation, 
and transitions of expression^. — ^This account, 
which affords some Uttle glhnpse of curious in* 
formation, with respect both to (he Nomic and 
Dithyrambic hymn, is confirmed, as far as the 
latter is concerned, by Dionysius Halicarn. De 
Structurd Orat. Sect. 19. He there traces the 
progress of all this Lyric corruption, and names 
TiMOTHEUs and Philoxenus as the principal 
authors of these licentious and wicked innova- 
tions—" for, in the time of the old Poets," he says, 

" the 



« Sec Dr. Barney's Htst. of Music, vol.i. p.6i, &c. 

n u^ hivero fiofcfa xcu 9ro;^i%];. HoQaTit^ ^v rix PHMATA, 
nm ra ME AH rvi fjufjovra moKakt, aa irega yivofAstoLr^H^' 
adds, fAoS^^m yaf ra fu>£t avoeyttn fjUfdxicrOcu h roig piyjcofff-"^ 
by which, I suppose, he means, that in this union of 
poetical and musical imitation in the Nomes, the musical 
ipnitation was considered as the principal and most 
essential object* 
1 
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** the Dithyrambic ode was an orderly and re* 
** gular composition*." 

Plutarch, too, in the Dialogue m^i Mm-ixh;, 
speaks exactly the same language. Timotheus 
and Philoxenus are there repeatedly stigmatized 
as corrupters of t^ good old music; and the 
Hhvia^u^ and £(j(A«yi^€»^ r^ovi^, is opposed to 
the ^^AQ^^vft^^, with a zeal similar to that, with 
which/ in modern music, we sometimes heap the 
style of Corelli and Geminiatii opposed and pre- 
ferred to the heterodox novelties of Haydn and 
Boccherini. 

The manner, in which Aristotle, in this pro- 
blem, speaks of the Nomes, when compared ^vith 
his expressions relative to the Dithyrambics, 
rather leads one to suppose, that the former were 
not, even originally^ composed in the antistrophic 
form *: the least, however, that cjm be inferred 
from it, is, that they discarded that form, and, 
consequently, became complicated, artificial, and 
imitative, long before a similar revolution took 
place in the Dithyrambic Poetry and Music.—- 
I may, also, observe that the variety of imitation^ 

and 



ttmmmmm^ia 



* — ?r«fa y« to/; a^Xfl^oi^ TETAFMENOS HN O 
AI®TPAMBd2. What he meanis by T£T«y/ittv®- is suffi- 
ciently explained in the first paragraph of the same 
section. 

• * Plut. Ed. H. Steph. ^.2092, and 2084. 

* Aia Tt Qi (AEv NofMi in & amrf opwj EIIOIOTNTO ;— 
and, 01 No^i ay«wr«ij» H2AN; • 
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and changes of expression, clearly attributed by 
Aristotle to the Nomes, seem to cotifirm what I 
said above — that they did not exclude the same 
variety, in the objects of their imitation, which the 
Dithyrambic Poem confessedly admitted* 

I will just add, that this problem of Aristotle 
throws light upon a passage in bis Rhetoric, which 
has embarrassed his commentators. He there 
[lib. iil cap, 9.] compares the diction that is di* 
vided into periods, to the Antistrophic Odes ^^ of 
the old Poets :" but, the Aigif ilf o/At »»!, in w^hich 
the sentence has no other unity than that which 
copulatives give it", nor any other measure than 
the completion of the sense^ and the necessity of 
taking breath ", or, as Cicero^ in few words, so 
admirably describes it, ^^ iWb, sine interoaUis \o^ 
" quacitas perennis et profluens*" — this Aristode 
compares to what he calls the ^V^PoAarin Dithyr-* 
ambic Poetry ; meaning, I think, evidently, the 
long, irregular, protracted Odes of the more 
modem/ Dithyrambic Poets ; such as those, of 
which he speaks in the Problem. For the word, 
A>«/3oAu, here, does not, I believe, signify exordium, 

proasmiunij 



. ° n iit9 ix^t T«X®" naff curmvy a» fwj to Trgayfjta T^tyo/Hvov 
Tcxnttdq. The periodic diction, as opposed to tliis, he calls 
tvosvotTTfsvT®'. [§ 3.}-r-llle rudis, incondite fundit quantum 
pote\t^ et id quod dicit SPIRITU, non ART£> determinat. 
r^Cic, de Or,iii.44. 

• De Or. iii. 48. 
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procBmimn, as usually understood^ but was, pro- 
bably, the name by which these dioci ^o^po.^ xa« 
vdXufiJftfP were distinsruished, and opposed to the 
i)id and simple Dithyrambic in stanzas. 

NOTE 18. 
P. 106. Either in narration, and 

THAT, AGAIN, EITHER, (&C. 

It may safely be pronounced, that the original 
here, either is not as Aristotle left it, or, was care- 
lessly and ambiguously written. As the ambi- 
guity, however^ does not affect the general sense 
of the passage, it is scarcely worth while to en- 
gage in a minute discussion of the comparative 
merits of the two different constructions, which 
have been adopted by different commentators and 
translators. The learned reader knows, or may 
see, what has been said oh both sides. .1 have 
preferred that construction, .which has always 
appeared to me to result most obviou3ly and 
naturally from the words of the original.— Iv to*? 

AuroK, noLt rot, auras /bbt/M£i(rOai sr<v, on (Atv ATXAFFEA- 
AONTA (vi It£jov t* yiyvofxtvov^ itrvi^ '0/Atif©» wou*, 
1} cJf TOk »iro¥j x«» /All jEAfTajSaAXovTa,) » irotvrc^q wc 
IIPATTONTAS xoii m^y^vro^q rug jMi/AisjusvH?. — 

In the other, and most usual way of taking 
this passage, the' mixture of mere narrutiony and 

dramatic 

p See note \ 

VOL. I. T 
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dramatic imitation, in the Epic species, is ex- 
pressed by the words, trt jbttv a^ayyiXXoyra, i 
irtpov Ti yiyvofKivoy. But it seems not likely, that 
Aristotle would thus oppose the word aVayycX* 
XovTot, to Iripov Ti yiyvofAi^oif ; because the terra, 
UTrctyyeXia, is constantly applied by him, through- 
out the treatise, to the narrative species in ge- 
neral : it is opposed, not to the dramatic part of 
the Epic, but to the drama itsel£ A7r»yyiXi» 
and ^itiyuo-tf, are used by him as synonymous 
terms, anc^re both applied to the whole of the 
Homeric, or dramatic. Epic Poem *. 

On the other hand, the words— if ETEPON ri 
yiyyoiAtvov — seem evidently opposed to — n* dg TON 
ATTON xai fAti [Atroc^xXXovrx^ and should', there- 
fore, be joined with thon, not with oiTrayyi>iXo»ra. 
— Lastly, in this way of understanding the pas- 
sage, Aristotle divides the different manners of 
imitation, as he might naturally be expected to 
divide them, into those which characterize the 
two great and principal species, of which he 
means to treat — the narrative and the dra- 
matic. The two different modes of the former, 
i. e. the pure narrative, and the dramatic narrative, 
are, with more propriety than in the other con- 
struction, (in his view of the subject, at least,) 
flung into a subdivision. j 



* See ch.v.-.-^« h -- ATIATrEAIAN mau— 

speaking of the Epic Poem. — And cap. vi. in the defi- 
nition of Tragedy — ;wf< k II AnATFEAIAS. §o, 
ch, xxiii. suid xxir* passim. 
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In either construction, however, Aristotle agrees 
with Plato in enumerating /Aree kinds of Poetry, 
the purely dramatic, the purely narrative, and 
the mixed ^. But the generality of the commen- 
tators seem, too hastily, to have taken it for 
granted, that Aristotle must therefore necessarily 
enumerate them in the same manner ; and they 
have, accordingly, moulded the flexible and am- 
biguous construction of this passage, exactly 
upon the division of Plato *. 

I was glad to find myself supported here by the 
judgment of the accurate Piccolomini, whose ver* 
sion coincides with mine.— In un modo, per via ' 
di narratione, — e questo^ 6 ponendo se stesso alle 
volte il Poeta in persona d altri, come fk Homero, 
over conservando sempre la, propria persona non 
mutata mai. Nel altro modo poi, introducendo 
persone k trattare et negotiare, come se le stesse 
persone che sono imitate, fussero. 

With respect to the imitation here expressly 
allowed by Aristotle to subsist even in mere nar- 
ration, without the intermixture of any thing 
dramatic, see Diss. I. p. 37, &c. 

^ Plato^ Rep. lib. ill. p. 39^* D. to 394, D. Ed, Serrani^ 
But, for the diflFerence of Plato's doctrine, or rather of 
his language^ from that of Aristotle, see Diss. I. f. 6o, 

* See, particularly, Is. Casaubon, De Sat, Poes. 
cap. Hi. /«//. I agree perfectly with Mr. Winstanley, 
that his emendations are not necessary, [But see 
REMARK 7. vol.ii. p. 461.] 

VOL. I. T 2 
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mt T< T(»yfffi»f x«i Tfi; Kufxuiioii OI AAPIEIZ. — 
He then mentions the peculiar claims of the 
Megarians to Comedy, and of the Dorians of 
Peloponnesus to Tragedy ; throwing in, paren- 
thetically, some other arguments on which the 
former x^&o founded their title to the invention of 
Comedy : after which, he returns, at the word 
voiUfAiyoiy to shew, how these people concurred in 
arguing from the etymology of the zvords them- 
selves ; all of them, from the word igocfxacj as it 
was common to Tragedy and Comedy, and they, 
who laid claim to Comedy^ both from that, and 
also from the derivation of the word K«/xwJia. 

The construction, in this way, is, I confess, 
somewhat parenthetical and embarrassed; but 
the reader, who is accustomed to the style of ^ 
Aristotle, will not, I believe, consider this as 
affording alone iany sufficient presumption against 
the explanation here given. 

NOTE 21. 

P. 108. ' The figures of the meanest 

AND MOST DISGUSTING ANIMALS. 

©Ufiwi' rt fAO(p»( ru¥ ATIMOTATHN. — This 
reading is strongly supported by the arguments 
of Victorius, the authority of MSS. and the sense 
and purport of the passage itself, which seems to 
require instances of mean^ or disgust ingy rather 
than of terrible, objects. Thus too Plutarch, in 

T4 tu-^ 
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* 

not here speaking of reasonersy or inquiry ; but, 
on the contrary, of the vulgar, the generality of 
mankind, whom he expressly opposes to philo- 
sophers, or reasoners : and his ^XXoyi^t<riat 
is no more than that rapid, habitual, and imper- 
ceptible act of the mind, that ^^ raisonnement 
aussi prompt que le coup d'oeil," (as it is well 
paraphrased by M. Batteux,) by which we collect , 
or infer, from a comparison of the picture with 
the image of the original in oiir minds, that it, 
was intended to represent that origbial. 

The fullest illustration of tlus passage is to be 
found in another work of Aristotle, his Rhetoric, 
lib. lii. cap. x.*, where he applies the same prin* 
ciple to metaphorical language, and resolves the 
pleasure we receive from such language, into that 
which arises from the /lAaOtierK TAXEIA — the ex- 
ercise of our understandings in discovering the 
meaning, by o. quick and easjf perception of some 
quality or qualities common to the thing eX" 
pressed, and the thing intended — to a mirror, for 
example, and to the theatre, when the latter is 
called metaphorically, " The mirror of hummi 

life^" 

la 



He commends ^^Dacier^s late excellent translatien of 
ArnmUy^ in the Paral, between Poet, and Paint, just 
before the passage above quoted. 



* Ed, Duval, In other Ed. differently divided, cap, vi. 
f Gee Harris's Fhilol. Inq, p. 190, and note*. 
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In the Problems, &cf. 1 9, Prob. V. the same 

pi inciple is applied to Music. The Problem is. 

Why w^ are more pleased with singing when we 

are acquainted with the air that is sung, than 

wheii it is new to us ? — And one of the answers 

is, in iiv TO lAdvimyuy — i. e. to say, this is such a 

tune, or song, &c« And indeed the pleasure 

afibrded by recogniticn^ is no where, perhaps, 

more visibly illustrated, than in the raptures and 

xhythmical agitation of a popular audience, at 

jthe return of the leading air, in that species of 

infaltiWe ear-trap, the Rondeau, — I must add, 

as somewhat ainusing, that Plato makes use of 

this principle to prove a dog to be a philosophical 

-animal: '^ for, (he argues,) to fiXofAahg x«i 

** fi}s.o<rofo¥y r obxnovy the love of knowingy and the 

" love of wisdom, are one and the same thing. 

" Now dogs are delighted with knowing, siinpiy, 

" and disinterestedly; tliey fawn upon every 

*^ one whom they know, and bark at the approach 

" of every stranger^; and that, without having 

" ever experienced good from the one, or harm 

'' from the other \" 

The 

8 Every person, of whom, in Aristotle^s language, 
they cannot say — ^Oi/r®- miv®-. " This is he." 

^ 'Oy fjt£v mv Itif ATNATA, x^^^^^^b ^^^v Sn xohw 
irp(m€7rov&6)g* 6v i* ay FNAPIMON, aa'Tratercu^ k a,v (M$vf 

fruvcm VTT oUrrn eiyaQov wbvov^i, A}iKac fAWf tcof/.^^ov jye 

famrcu tq trad®' outh tij; fvo'tag, uoa X12) AAH011S 
«IA020$0N : X. T. ({X. Rep. ii. p. 376. Serran. 
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The philosophy of Aristotle here, thouj 
doubtedly true, as fa^ a& it goes, will, I am afrail^ 
to those who examine it, hardly appear to be 
perfectly satisfactory, or to reach the bottom of 
the subject. It isiiowever to be considered, that 
what he has said, seems applicable cki^ to 
rude and unskilful spectators, and should, per- 
haps, be considered as a description of the effect 
of a picture or a statue upon children, and the 
multitude, who are little acctistomed to view 
works of imitative art. And even wittu^respecft 
to thenij the principle seems scarcely applicable 
but to portraits, and individual resemblances, 
such as may not be instantly recognized. Wheft 
we look at a picture of that kind, we may not di> 
cover, till after a comparison of, at least) a fevv 
moment^, that it is an imitation of this ov that 
' person ; but, that it is an imitation of a wmiy we 
see at once; and where there is not even i 
momentary ignorance, or doubt, I do not see ho\^ 
any information * can be said to be acquired by 
the spectator, nor how, on the philosopher's own 
principles, (if I rightly understand him,) the 
pleasure conveyed by the imitation, can, in any 
sense, be resolved into that, which the mind 
receives from the exertion of its own powers in 
inferring^ or discovcringy the resemblance. — 
I say, on Aristotle's awn principles, because, ia 

the 

* See below, note^ 
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the passage above referred to^, wliere he explains 
himself, more fully in applying the principle to 
metaphor, he expressly allows, that this pleasuro 
of recognition, is hot af&rded' by proper or 
common words, since they instantly surest their 
meaning and cannot be mislaken^ Now a 
painting, considered as an imitation of a man, a 
horsey a house, iu generai, obviously answers in 
this respect, miless the imitation be grossly imn 
perfect*, to the common and familiar word ; the 
one suggesting its original^ as readily and im- 
mediately, as the othei:' suggests its idea. 

Among Aristotle's illustrations of this physical 
principle of the pleasure of self-information^ as 
it might be called, there are two short passages, 

ia 

^ Rhet«iii. lo. 

' — ra h mffM I2MEN.— " The Stagirite having told 
'* us what a natural pleasure we derive from infor- 
'' MATioN, and having told us that, in the subject of 
•' words, exotic words want that pleasure from bjeing ob* 
*' scure, and common words from being too well knoiwn^ 
adds, &c. Harris, P/wV. Inq, p. 190, note*. 

* As It was, when Painting was in its infant state-— 
h ya}^t KM ff'jrafyavoig — according to the quaint expres* 
slon of -ffilian, Hist. Far. x. 10. — of which he seenxs to 
have been fond ; for it occurs before lib. viii. cap. 8, It 
seems very properly guarded, In both places, by a — 
TfOTtov Tiva. — The old painters of whom ^lian speaks 
were little aware of Aristotle's prihciple, when they 
wrote under their pictures — Ttno fa g 'E acsivo IwTr®- — 
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in particular, which seem to be so explicit mth 
regard to the nature of that pleasure/ that I will 
venture to add to the length of this note by a 
laranscript and tnmslation of them both. They 
will, I think, satisfy the learned, i^der that T have 
not, in the foregomg remarks, ausrepresented the 
philosopher's meaning. 

After having, applied the principle to metaphor, 
be applies it in like manner tjo the enthymemes, 
or arguments, of the orator. 

AtO HTB TCt iTriTTOXXiX Ttav IvQvflHlfJLOCTCaV 

Bv^oKifUi • (Im'TroXaioi yao Xsyofjb^v ra 'jrotvTi ^lyXa, 
TCtzt 'A MHAEN AEI ZHTHSAP) »ri oVa 
et^fjteiva dyvoyfJLBvx es'i * dXX ocrcov, 17 §c[iu XByo- 
fiBvccY ij yvcuxng ytvefui, xare* /jlhj ir^ortpov V7n/j^x^^9 
^ f4^iK^ov vs'Boi^ii i OMvoiot* ytveTCii yu^ ^OION 

" For the same reason, we are pleased, 
" neither with superficial arguments, (by which 
** we mean such as are obvious to every one 
" and require no thought or search in the hearer;) 
*' nor with such as we do not understand when 
" we have heard them ; but, with those, which 
" the mind apprehfends, either while we hear 
*^ them, (though not atjirstj) or in the moment 
^\ after they are deliviered: — for by these^ vi^e, 
" in a manner^ learn something : by the 

" others^ 

■ Rhet.xiuio. 
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*^ others J y,e learn nothing in either of these 
" waysV 

The other passage, in which the nature of the 
pleasure that Aristotle means is still oiore ex* 
pressly marked, is this : 

Ai^<» ret routuTOi ocot oi^xofi&j» flPOOP A£I, 
fJUfl Tea hriTToXifiq tlveti • UfMt yc^ %ou ATTQI EO 
EATTOIE XAIPOT2I ir^oocKr&ttvofimi* tccu 

" Of all arguments, those are most applauded ^, 
" of which the audience have no sooner heard 
" the beginning, than they foresee the conclu- 
sion ; — not, however, from their being trite and 
obviom ; for they are pleased, [not only with 
" the ingenuity of the speaker^ buty at the same 

" time, 

** i^erifw — I.e. neither wAile we hear them^ nor as 
soon as we have heard them. 

® RAet. iu cap. xxiii. Duval, In some other editions, 
cap. xix. 

P\ " applauded ^^ - - - Bpfupsnai. The commentators 
strangely^mistake the sense of this word here, and in 
Jib. i, c. ii. They render it, absurdly, — vehementlus per^- 

fellunt — perturbantmaximij &c. Whether an audience 

be pleased, or displeased, to any great degree, noise is 
equally the consequence ; and the word Bo^v^m is used, 
sometimes for the uproar of approbation, and sometimes 
for that of dislike. 

* I insert these words, because, though not in the 
original, they seem plainly implied in the expression — 
"AMA rof KAI oATQtf &c. 



it 
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" time;. WITH themselves and their own sagu- 
" city, — ^Those arguments, also, afford pleasure^ 
^ which,, the WMWie/j^ ^er they are delivered, we 
'V are mo Icxiger 4,t a loss to apprehend." 
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P. 108. In A if ORE TRAi^lSlENT AND COM^ 
PENDrOUS MANNER. - - - 

Ew* Pf «;^u : — literally, " for a short time.^^ As 
Plato, RepAih p. 396, xxree ^^aj(\)y for m mo^ 
ment—en passant. Dacier's explanation — Quoi 
qu'ils ne soient pas tons egalement propres i ap^ 
prendre, — is, surely, wide of Aristotle's purpose. 
None of the versions, that I have seen, seem to 
give the exact idea, except that of Heinsius : — 

Quamquam minor breviorque ad hos per- 

veniat voluptas." 






NOTE 24. 

P. io8. From the workmanship. 

A** Tuv AHEPrASIAN — "neatness" — ^^ finish- 
ingj' &c. In the following passages of Plato, 
it is opposed to a slight sketch: — xai auVwv Tsrwy 
[sc. Jixaioo-uviif, <rw(ppo(ruvuf, &c.] a;^ *TnorPA*HN 
itiy cJff^rff ¥\)y O^acacrJa*, aAAa r%y riXi(arary^v APEP- 
TASIAN fi,n va^m»i' Rep. vi. p. 504. So again, 
lib. viii. p. 548, the verb, ^Vipya^cffOon, is opposed 
to vTToyfOifm. 
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NOTE 25. 

P. 109, Metre — a species of rhythm. 

M«pi« — parts. —The following passage will 
ascertain the sense of the word in this place, and 
justify my version. Explaining the different senses 
in which the word Mgp©* was used, Aristotle 

says, — ir*, sU a TO sis©* SiKi^iietri ocv, dvsv ra Hog's, 
^a» TauT« MOPIA Xsysrai t8t«' Sio ret EIAH, t» 
TENOTi; (poca-iv slmt MOPIA. — Metaphys, lib. v. 
cap. 25. — So, in this treatise, cap. 5. — t« Ai(r;^» 
ir» TO TtXoiO¥ MOPION — " a part^ or species, of 
" the ridiculous." 

NOTE 26. 

P. 109. Those persons, in whom, ori- 
ginally, THESE PROPENSITIES WERE THli 
JTRONGESTi &C« 

It is obvious to remark here, that Aristotle, in 
this deduction of the art from the mimetic and 
musical instincts, includes verse in his idea of 
Poetry, which he, at least, considered as imperfect 
without it. All that he drops, elsewhere, to the 
disparagement of metre, must be understood 
only comparatively : it goes no farther, than to 
say, that imitation, that is, fiction and invention, 
without verse, deserves the title of Poetryy or 
Making, better than verse without imitation. 

ifOL. I. u An 
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An eminent writer has adjusted this matteri 
and set it on its true and solid basis, in his DLs* 
sertation On the idea of Universal Poetry*. 
What is there said, of " the origin and first ap- 
" plication of Poetry among all nations," will 
furnbh the best comment I can give, upon the 
passage which is the subject of this note. 

" Poetry is every where of the most early 
" growth, preceding every other sort of compo- 
" sition ; and being destined for the ear^ that is, 
" to be €\\Mi sung, or at least recited, it adapts 
" itself, even in its first rude essays, to that sense 
*' of measure, and proportion in sounds, which is 
" so natural to us. The hearer's attention is the 
sooner gained by this means, his entertainment 
quickened, and his admiration of the performer s 
" art excited. Men are ambitious of pleasing, 
and ingenious in refining upon what they observe 
will please. So that musical cadences and bar* 
'^ monious sounds, which nature dictated, are 
" farther softened and iqaproved'by art, till Poetry 
" become as ravishing to the ear, as the images, 
*^ it presents, are to the imagination. In process 
" of time, what was at first the extemporaneous 
** production of genius or passion, under the con- 
" duct of a natural ear, becomes the labour of 
•* the closet, and is conducted by artificial rulesj 
" yet still, with a secret reference to the sense of 

"hearing. 






(I 
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* Dr. Hurd'9 Horace, vol. ii« 
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** hearing, and to that acceptation which melo- 
*^ dious sounds meet with in the recital of ex* 
*^ pressive words," 

NOTE 27. 
P. 110. Margites. 

The scraps that have been preserved of this 
Poem, the Dunciad of Homer, are so few, and 
50 short, that it may be worth while, for the con- 
venience olf the reader, to collect them, — ■ 

— a line as likely to be found in one kind of Poem 
ss in another, and which affords about as good a 
sample of this Poem, as a brick does of the build- 
ing from which it was taken. — ^The other fragments 
are a little more interesting, as they give some 
idea of the hero of the Poem. 

TON a' »t' au (TKo^Trrrj^x 6boi Qbcccv, ir oi^orriDa, 
OvT cixXcag ri (ro(pov* 'Troco'fjg S* ^fjLo^Tuvs t6%i/ij^\ 

- — ^This last stroke of character is not peculiarly 
antique. The line is of easy application in all 

times. 

• Cited by the Scholiast on the Avts of Aristophanes, 

^.914- 

** Preserved by Aristotle, Eth, lib, vi. cap fj as far as 
the word cro^ov. The remainder of the second line is in 
Clem. Alexand* Strom, lib, i. 

* Plato, Alcib. Secund. p. 147. Ed, Serrani. 

V 2 % 



19« N O T E Sk 

times. It is not so easy to reconcile k with some 
other accounts, which seem to make Murgite^ 
a downright idiot; such. as, his tiot being able 
to number beyond five ; his abstaining from all 
intercourse with his bride, lest she should com- 
plain of him to her mother, &c*. — One cannot 
well conceive, how such a man should, as Homer 
expressly says, " know how to do many things \^ 
even though he did them ever so ill. But a tale, 
still more ridiculous, is told of this curious per- 
sonage by Euslathius*. 

NOTE 28. 

P. 110. His Margites bears the same 

ANALOGY TO CoMEDY, AS HIS IlIAD AND 

Odyssey to Tragedy. 

Whenever Aristotle speaks of Comedy, we 
' must remember, that he speaks of the Old, or 
Middle Comedy, which was no other than what 
to;^ should call farce, and to which his definition 
of Comedy was adapted : /xt/tnua-K ^auXoTEfWk ; 
that is, as he explains himself, " an imitation of 
" ridiculous characters*,"— This remark is 
necessary to explain what is here said of the 

Margites. 

* Suidas, Art. Margites. 

* Eustath, ad Horn. Odyss. IC — See also Kuster's 
nbtc on Suidas, Art. Margites. 

* Chap. V. Translation, § 8. Part I. And see Dr. 
Kurd's Diss, on the.Frovimes of the Drama^ ch.ii. p. 201. 



N O T E S. a9J 

Margites. A Poem, which, as far as we can 
forni auy idea of it, celebrated the blunders and 
a.bsurdities of an idiot, cannot well be conceived 
to have been analogous to any thing, tlmt would 
now be denominated a Comedy. It seems to 
verge to the very bottom of the dramatic scale ; 
'^ jusq' au houffon ; celui-ci sera Textrfeme de 
^ la Comedie, le plus bas d^fe de I'echellc, 
^^ oppos^ au terrible qui est k Tautre bout^.'*^ 
The Bourgeois Gentilhomme of Moliere is cer- 
tainly farce, however excellent in its way. But 
Mons- Jourdain is a very Ulysse$y compared 
with Margites. 

NOTE 29. 

P. 111. By such successive improve* 

MEirtS A$ WERE MOST OBVIOUS. 

•\ 
'Oo-ov iytviro ^angov auru? — literally, "50 Itiuch 

(yf it as was manifest J' — I doubt of the reading : 
but, taking it as it stands, I have given what ap- 
pears to me to offer itself as the most natural and 
simple meaning of the expression, if not the only 
one that it will reasonably bear. 



ii^-— ^^■*" 



' ^ Fontenelle, Preface to his Comraies, vol. vii, rf hi 
works. 
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KOT£ 30. 

P. 111-12. JESCHYX^US - ABRIDGEI5k 

THE CHORAL PART. 

The words are, TA t« ;t®f». Aristotle woulcl 
hardly have expressed himself thus, had he meant, 
as Madius, Bayle, and others, have understood, a 
retrenchment in the number of chox^ performers^ 
TA T« x^S^f ^^® choral part^ is opposed to TA air© 
tTKnpn^y the dialogue, Prob. xv, of Sect, 19,' It is^ 
Sjingular, that Stanley should misunderstand this 
passage; and still more singular, that he should 
cite PhilostratuSy who is directly against him : for 
his words arg, a-wire^hf raff X^^^^y AIIOTAAHN 
ONTA2 : " he contracted the chorusses, which 
*^ zvere immoderately long^'* 

This is confirmed by one of Aristotle's Prob- 
lems, referred to by Victorius\ The Problem is, 

(meaning, I suppose, more Musicians than the 
dramatic Poets of his own time :) The answer is, 

Tj, fix ro woXKxirKxer^oi f{»a&( rors rx uiXn h rong ruv 

lAiT^m r^xyt^im^ j;— I believe the passage may be 
rectified by transposition — noxx. umi rort r» i^tKn 
ruv fAir^icu Iv r, T. Pi^rhaps, too, we should read, 
rt^v TPIMETP^N', But, even taking it as it stands, 
it may sufficiently answer our purpose, as it shews 

clearly 

^ — ^ 

* Stanl. in vit, -ffischyli, JSd.Pauw, p* 7064. 
J §ect. 19, Prqb.xxT^u 
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clearly enough how much the Lyric parts of 
Tragedy, before the time of Mschylus^ wanted 
contraction. 

The prolixity of the Tragic Chorus, we know, 
was sometimes trying to the patience of an Athe- 
nian audience. This is pleasantly glanced at by 
Aristophanes in his Of viOfj : where the Chorus of 
birds, descanting on the convenience of wings, 
tell the spectators, that if they had wirigs^ when- 
ever, in the Theatre, they ** found themselves 
hungry J and were tired with the Tragic Chorus^ 
they might fly home and eat their dinners, and 
^* fl^' back again, wheo the Chorus was over." 

XOP. 

AuTi%*, ifim rcav Giotrcav el ng iv UTroTrrgfl®*, 
E*T«, tTHVUiVy Totg %ojo<a"i tcov TgocycaSuv iJ^dsTC^ 

V. 786. 

NOTE 31, 

P, 11 2, And made the dialogue thi: 

PRINCIPAL PAUT OF TraGEDY. 

— Koct roif Xoyov v^toTxymifnif v»^icrx(\)»(n. — 

Victorius, and others, have supposed Aristotle to 

mean the Prologue. But it seems to be a sufficient 

objection to this sense, that no example has been 

N u 4 . produced 
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produced of the word vpOTayw^irnffj used ^ 
pierely synonymous to 9r/>»T^; as signify ing^jif 
only, not principal. Nor is it easy to discover any 
reason, why Aristotle should h^-ve recourse here 
to an unusual and ambiguous expression, when^ 
presently after, in spealcing of the improvements 
of Comedy [cap. v.], he makes use of the proper 
^tabjished term, vpoXoy^r'. > There seem to be no 
words in the Greek language, of which the sense 
is more clearly fixed, than that of TrpwTopywvtrtif— r 
9:(UT»y(ii>yifet¥. They occur frequently, and always, 
as far as \ know, in tlie same sense, o{ principal — 
primas agere, &c. To this sense, therefore, I 
thought it necessary to adhere. But I confess 
I cannot be satisfied with either of the explanations 
which have been given of the word AorOS/ It 
appears strange to say, that JEschylus^r^/ intro- 
duced two actors, and then to add, as a distinct 
improyement, that he dX%o first introduced a prin-- 
cipal part or c/wfr^c^er .-—unless we are to unr 
derstand, what seems not very probable, that the 
two actors even of JEschylus himself were, at 
first y personages of equal dignity and importance 
in the drama, like the two kings of Brentford in 
the Rehearsal ; and that, afterwards^ he was the 
first who corrected this error, (in which he would 
probably have been followed by other Poeis,) and 
reduced the drama to unity of action by a proper 
subordination of characters. But, admitting this 
smse to be without difficulty, the expression of it, 
a Ithink^ 
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I think, is not Aoyo^, for a j&^r/ in the drsMBa^ 
fdle, personnage, (a» Dacier,) character , &g, 
seems harsh, and qnusual. At least, I know no 
example of it 

The difficulties which attend both the expressim 
and the ^me^ in each of these interpretations^ 
have almost convinced me, that the very con* 
struction of the words, has been mistaken; and 
that the meaning is, '* he made the dis course ^ or 
" dialogue^ the principal part of Tragedy.'' Thb 
is well connected with what precedes, and agree- 
able to the known history of the Tragic drama, in 
which, originally, the Chorus was the essential^ 
and the Episodes, or dramatic part, only the 
accessary. But iEschylus ^' abridged the Chorus^ 
'* and made the Episodic part the principalJ^ 
Aey®^, here, n>ay weir be understood to mean 
what Aristotle elsewhere calls Xsgi? ; the speakings 
or recitative^ part of Tragedy, whether delivered 
by one or more actors, as opposed to the jwiXu, or 
Lyric part*, napsc-xiua^, reddidit ^ ^ffccit, &c. as, 
(to take the first instance of this common use of 
that Terb which the Lexicons offer me) — wVf- 

'-^^ msigis pios et temperatos reddidit\'^ And 
thus Aristotle himself, cap.xix. orocv i Ixs^tm i 
iUkvot — r— ii^ 7r»p»9kBv»^6iif. i. e* to make things 

piteous, 

* See NQTE 90, I 

, '^ Xenophon. So IsQcrat^s, liaqaffMntiqiii ^tavroi stMcn 
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that in some places it made them cry, and in others* 
laugh. And the best thing we have to hope, for 
the credit of Euripides, is, that he intended to 
produce this effect. For though he may be an 
unskilful Poet, who purposes to write a Tragi- 
comedy, he surely is a more unskilful Poet, who 
writes one without knowing it 

The learned reader will understand me to alludi^ 
particularly to the scene, in which the domestic 
describes the behaviour of Hercules ; and to 
the speech of Hercules himself, which follows. 
Nothing can well be of a more comic cast than 
the servant's complaint^. He describes the hero 
as the most greedy * and ill-mannered guest he had 
ever attended, under his master's hospitable roof; 
calling about him, eating, drinking, and singings 
in a room by himself y'wYiile the tnaster and all the 
family were in the height of funereal lamentation. 

He 

^y— — ^^M^ ■ ■ I ■ II 1 .111 , , 

^ AlcestU^ V. 757, &c, 

* Hercules was renowned for his aJSn^yia. The 
following extravagant description of his eating, pre- 
served by Athenaeus from the Busiris^ a satyric drama 
of Epicharmus, affords a curious specimen of the 
satyric fun, 

HfWTOv /w£v, oiV Movt' Ihg viv, aTToOavoig. 

2if« 3k Tcu; ptVBircri, KINEI A* 'OTATA 

Tuv mpaTrofav k^ hvrw -. - - Athen. Uh. x-, imt: 
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He was not contented with such refreshments as 
had been set before him ; / • 

- • — - - - jJt-i (ru(p^ovecg ISe^otTo 

Ta 'TroocrvxovTU ^ivtoc 

AXX' el Ti /jLTj (ps^oifAiy, XITPTNEN (ps^iiv. 

Then he drinks — 

— crowns himself -w^itli myrtle, and sings, AMOTX' 
TAAKTHN — and all this, alone. '' Cetlcdes- 
*' cription," says Eontenelle, " est si burlesque, 
** qu'on diroit d'un crocheteur qui est de con- 
" frairie*." A censure somewhat justified by 
Euripides himse^, who makes tlie servant take 
Hercules for a thief: 

— TTcm^ov KAfiriA xcu AHIETHN rtm. 

The speech of Hercules, ^jxprop »yT^ h f*«9y, 
as the scholiast observes, (v. 776,) " philosophiz- 
" ing in his cups," is still more curious It is, 
indeed, full of the ^Xog oUh, and completely jus- 
tifies the attendants description. Nothing can 
be more jolly. It is in the true spirit of a 
modern drinking song ; recommending it to the 
servant to uncloud his bro%v, enjoy the present 
hour, think nothing of the morrow, and drown 
his cares in love and wine: 

•pTTOS 

* CEuvres de Font. voUix, p. 41 5. 
vox. I. X 
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Ojj yfyi cTTCvQ^oiTrov, tl. t. aX. 

AETP* 'EA©', oTTtag av Kut (ro(puTi^®* yB»y}. 

Toe, Ovrira 'TT^otyf/^otT ol^ug ^1/ l%6; (pvtrtv ; 

OIMAI fMBv 'or* nO0EN TAP; — aXX' a we p». 

BpoTOig oLitatn x,XT6a,veiv oipeiXiruh 

K' UK Ig-i GvfjTeev ogtg s^BTrigoLTOLt 

Ti?v avoiov fjuiXkatrxv ei (iiutrBTM.^ 



Ev^poctvB (Tocyrov ' DINE ! — -roy icoc6 vf^B^ocv 
Biov Xoyi^^ crov, roc S* uXXx, ryjg TV%i?f. 
TifJLix. Jg Koci' T'Tjv TrXBicrrov lyoipyy Gecav 
KTnPIN P^oTOfonv—K, t. X. v. 783—8 1 2. 

If any man can read this, without supposing it 
to have set the audience m a roar, I certainly 

cannot, demonstrate that he is Tiiistaken. I can 

• 

only say, that I think he must be a very grave 
man himselt^ and must forget that the Athenians 
were not a very grave people. The zeal of Pere 
Brumoy in defending this Tragedy, betrays him 
into a little indiscretion. He. says, *' tout cela 
" k fait penser k quelques critiques modernes 
" que cette piece etoit une Tragicomedie ; 
" chimere inconnu aux anciens, Cette piece 
" e6't du gout des autres Tragedies antiques^. ^^ 

Indeed 

mmmmmm ■■ ■ ■ , ■ ■ . _ «.i . . i... ,, , 

^ *' You^ fellow. ! "—-Mr. Pottcr*s trajislation. 
' Tome ill. p. lo6. 
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Indeed they, who call this play a Tragi-Comedy, 
give it rather a favoumble name; for, in the 
scenes alluded to, it is, in fact, of a lower species 
than our Tragi-Comedy : it is, rather, bur- 
lesque Tragedy ; what Demetrius calls rfaywAa 
ir«i^i«r«". Much of tiie comic cast prevails in 
other scales; though mixed with those genuine 
strokes of simple and universal nature, which 
abound in this Poet, and which I should be 
sorry to exchange for that monotonous and 
unafFectipg level of Tragic dignity, which nevcF 
falls, and never rises. 

1 will only mention one more instance of this 
Tragi-comic mixture, and that from Sophocles. 
The dialogue between Minerva and Ulysses, in 
the first scene of the AjaXyivom v. 74 to 88, is 
perfectly ludicrous. The cowardice of Ulysses 
is almost ai^ comic as the cowardice of FalstafF. 
In spite of the presence of Minerva, and her 
previous assurance, that she would effectually 
guard him from all danger by rendering him 
invisible, when she calls Ajax out, Ulysses, in the 
utnaost trepidation, exclaims — 

Minerva 

"■ Ilfffi EfA*. § 170. — ^O h ys>Miy says this writer, 
l^df®- r^ay^iiag. Neither Euripides, nor Sophoclef, 
seem to have held this as an inviolable maxim. 

* V. 74. — Anglice, '* JVhatare you about, Mintrva f — 
by no means call him out." . 

X 2 
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Minerva answers; — 

But Ulysses cannot conquer his fears : — 

MH, nPO£ 0EX1N — aXX* lySov uf^KBiru fiwrn^. 

And in this tone the conversation continues ; till, 
upon Minerva's repeating her promise that Ajax 
should not see him, he consents to stay; but in 
a line of most comical recluctance, and with 
an aside^ that is in the true spirit of Sancho 
Pan^a : — 

M€voiii\ir H0EAON A' AN EKTOS UN 
TTXEIN^ 

No unprejudiced person, I think, can read this 
scene without being convinced, not only, that it 
must have actually produced, but that it must 
have been intended to produce, tlie effect of 
Comedy. 

It appears, indeed, to me, that we may plainly 
trace in the Greek Tragedy, with all its improve- 
ments, and all its beauties, pretty strong marks 
of its popular and Tragi-comic origin. For, 
Tf «yw^*», we are told, was, originally, the only 

dramatic 

*■■ ■ ■ ■ -• I 

• '* Will you not be silent, and lay aside your fears!" 
» *' Don*t call him out, for heaven's sake : — ^let him 
stay within.** 

^ *^ I'll stay — (aside) but I wish I was not herey— 
♦* J*avoue,'* says Brunooy, *'que ce trait n*cst pas a la 
^* louangc d'Ulyssc, ai de Sophc>cle/* [Jonu iii.) 
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dramatic appellation'; and when, afterwards, the 
ludicrous was separated from the serious^ and 
distinguished by its appropriated name of Comedy^ 
th^ separation seems to have been imperfectly 
made, and Tragedy^ distinctively so called, feeems 
still to have retained a tincture of its oiia;inal 
memment. Nor will this appear strange, if we 
consider the popular nature of the Greek spec- 
tacles. The people^ it is probable, would ^till re- 
quire, even in the midst of their Tragic emotion, 
a little dash of their old satyric fun^ and Poets 
were obliged to comply, in some degree, with 
their taste *. 

When 

' Casnub. De Sat. Poesi^ p* ^ly 22.— Constat sane 
primis temporibus ignoratum fuisse discrimea inter 
Tragoediam ct Comoediam : - • ^ - nam et T^vym^wi et 
Tfoyttib^ primitus nomen fuit commune, quod postea 
iu^TTaa-Bn, ut ait Aristoteles, et veteres critici testantur. 
Idem : [sc, Athenaui] r^ayaiioj to vtco^ucvj tiv hof/A moivov 
uai Tfo; Tnv KupuaiiAv* vn^ov iff, to /ov mookjv owf^^a i^£v i 

• *' Scenical representations, being then intended, not, 
/« as in our days, for the entertainment of the better sort, 
" but on certain great solemnities, indifforendy for the 
" diversion of the whole city^ it became necessary to 
« consult the taste of the multitude, as well as of those, 
" quibus est equus^ et pater, et res,*^ Notes on Hor, voLu 
p. 93. See also p. 195. — Plato calls Tragedy, ma 
wamffttii AHMOTEPnEXTATON ti %ou ^vxpiri^ywmarrov. 
Min^ vol, ii. p. 321. Serr. 

x3 
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When w^ ispeak of the Greek Tragedies as 
correct and perfect models, we seem iperely to 
conform to the established language of preju- 
dice, and content ourselves with echoing, without 
reflection or examination, what has been said 
before us. Lord Shaftsbury, for example, talks 
of Tragedy's being *' raised to its height by 
" Sophocles and Euripides, and no room left for 
*' further excellence or" emulation^ Advice to 
an Author^ Part 11. Sect. 2. where the reader 
may also see his unwarrantable and absurd in- 
terpretation of Aristotle's phrase, ifr^t tuy IttMrt^ 
fv<nv. by which he makes the philosopher^ 
" declare^ that whatever idea might be formed of 
" the utmost perfection of the kind of Poem, it 
could, in practicCy rise fio higher than it hxid 
been already carried in his timeJ' I should be 
5orry to l)e ranked in the class of tliose critics, 
who prefer that Poetry which has the fewest 
faults, to that which has the greatest beauties ^ 
I mean only to combat that conventional and 

hearsay 
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if moif iinfAOfrvifABvcVj i, to ovfji^jisrfov yny hi tois uaro^^iiaao/y 
vytsg h Travrn uai aiiwjiTaTov, Long, Sect. 33, The 
vyiE; TTsR/TYi MM a^iaTTruTov is, surely, by no means the 
character of the Greek Tragedians. They who think 
it v^'orth searching for must lay aside Sophocles, and 
Shakspeare. In the French Theatre, perhaps, they 
may find it ; but they must be content, I fear, to ukt 
with it, the avfJi(Asrgov h tpi^ Marog&oiiAmiu 

4 
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hearsay kind of praise, which has so often held 
out the Tragedies of theGrreek Poets, as elaborate 
and perfect models, sucfe as had received the la^ 
polish of art and nnfeditation. The true praise otf 
iEschylus, Sophocles, ^nd Euripides, is, (in kind 
at least, though, not in degree^ -the praise 6i 
Shakspeare; that of strong, but irregular, unequal, 
^ and hasty genius. Every thing, w^hicli this genius 
and tlie feeling of the moment could produce, in 
an early period of the art, before time, and long 
experience, and criticism, had cultivated and re- 
fined it, these writers possess in great abundance: 
what meditation, and " the labour and delay of 
" the Jile'' only can effect, they too often want. 
Of Shakspeare, however, compared with the 
Greek Poets, it may justly, I think, be pro- 
nounced, that he has much more, both of this 
wantf ^nd of that abundance. 

NOTE 34. 
P, 112. Originally, the Trochaic 

-TETRAMETER WAS MADE USE OF, &C. 

As the Trochaic measure was still occasion- 
ally admitted, even in the improved and serious 
Greek Tragedy, and, in particular, occurs very 
firequently in the Tragedies of Euripides, it is 
natural to suppose, that a still more frequent use 
of it would be one of the characteristics of the 
satyric drama, which seems to have been only a 

X 4 sort 
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sort of revivaly in an improved and regular form, 
of the old Trochaic Tragedy * ' with its chorus of 
dancing satyrs ^ It seems therefore somewhat 
remarkable, though I have not seen it noticed, 
that in the only satyric drama extant, the 
Cyclops, ai\d that written by Euripides^ who 
has made so much use of this measure in his 
Tragedies^ not a single Trochaic tetrameter is 
to be found. 

NOTE 35. 
P. 113, The Iambic is\ of ail metres, 

THE MOST COLLOQUIAL, &C. 

Compare Rhet. lib. iii. cap, i. and cap. yiii. 
Ed. Duval. And Demet. Hif 1 'E(ia. Sect. 43, 

NOTE 36. 

P, 113. SELDOM INTO HEXAMETER, 

AND ONLY WHEN WE DEPART FROM THE 
VSUAL MELODY OF SPEECH. 

It has been thought strange, that Aristotle 
should introduce here the mention of hejpameters, 
when he has been speaking only o( Trochaic and 
Iambic verse, and is accounting for the adoption 

of 

*i » -'l- ■! ■ I I II I I I I ■ I I I ■ ■ III l..! HI I I I » 

* Aristotle's exjjression on this sijbject elsewhere, is, 

01 Ten TPAFI^iAIAS TTQinrng hi rm TiTfaiAi^erpw »f 

TO iafx^sm fA6ti0r.(rav, &c. RAet. iii. i. 

•* See Caiaub. dc Sat. Foes, lib^ u c.z^ ^ 
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of the latter, in preference, not to the hexameter^ 
but to the Trochaic tetrameter : and it has, 
therefore, been doubted, whether we should not 
read tctj a^frf a *. But the established reading, 
I believe, is right. The Trochaic tetrameter ^ 
Aristotle has, both here, and in his Rhetoric, cha- 
racterized as fr»rv(iKov — rfo;^ffoif — igj^firiyctartfw — - 
and even KOfJ^»)c«)e«Tffov^ He did not, I appre- 
hend, consider it as being, in any degree, aoctdcov. 
It was therefore entirely out of the question, 
when a metre proper for the general dialogue of 
Tragedy was to be sought for : but the hexameter 
was not so; and it might, without absurdity, be 
asked by an objector, as Castelvetro sind Picco- 
lomini have observed, why that species of verse 
was not adopted ; especially as the Tragic Poets 
were the successors of the Epic, or Heroic^, 
and Homer, according- to Plato, was " the first 
" of* Tragic Poets*. As its character was grave 
and stately, it might seem, on that account, well 
adapted to Tragedy, where, indeed, we actually 
find it occasionally introduced. But Aristotle 
objects to it as less proper, because, though 
^tfjLuoy, it was at the same time, i Xixrixov ^. He 

allows, 

» EJ Ox. 1780, p, 277. 

* See above, note 8. and*. 

* — avTi Tuv eTraVy rfayfioiiiaoita>Ai. ch, iv. TransL 
Part I. Sict 6. 

^ — 'TT^corov T«y rgayojiiioTrbiuv, — Repub, lib* x. p» 6o7» 

* ^t/.iii. 8. 
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allows, however, tbat it was not so remote fro© 
the rhythm of common speech, but that it might 
be casually produced, like the lararbic, though it 
rarely happened ^ He even goes so fer, as to 
ullow, in his concluding chapter, that Tragedy 
" might adopt the Epic metfit^J" — All this seems 
to afford sufficientsupport to the common reading. 
The He?vic and Iambic feet are, in the same 
manner, considered together, Rhet. iii. 8.. 

By AixTixn d^fAoina, Aristotle means what Aris- 
toxenus calls M£AO£ Xoyuiif^^ We must not 
suppose him to use the word dffAotfia here, in that 
ktx and general sense, iu which we commonly 

apply 

' See Quintil, lib, ix. ch. 4.-7-The most singular in- 
stance of Involuntary versificatioa that I ever met with, 
is to be found, where no one uould expect to find such 
a thing, — in Dr. Smith's System of Optics, The 47th 
Sect, of ch,\L book i. begins thiis < 

^* When parallel rays 

^* Come contrary ways 
•^ And fall upon opposite sides'* - - - 
If, as Quintilian says, ** Versum in oratione fieri, 
*' multo fadissimum est, totum ; sicut etiam in farte^ de- 
*' forme"— what would he have said to half an Ana- 
paestic stanzay in r^^m^, produced in a mathematical book, 
the author of which, too, was suppose^ to have pes- 
sessed an uncommon delicacy of ear ? 

« — Tw (iBT^a [sc. rn? svoTTOiia^^ l|gf 4 xp^^^* Cap, ult. 

^ tiarmon. lib,u f. 18. Ed, Meib,''^ffMifm, herCf is 
equivalent to f(s^®-, as chap. i. iv. vi. &c« 
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apply it tp the rht^thm of speech, when we tdji 
of tlie harmofiy of a verse or a period. He 
'speaks with his usual accuracy/ Speech, as well 
as Music, has iXs> melofly and its rhythm i aji4 
these, in spi^ech anioiated by passion, are sq 
modified, as to approach, more or less, perc^pr 
tibly, to mt4sic(il melody ^nd rbythrp*. Asx^, 
what Aristotle here asserts, I think, is, ths^t tfij^ 
Greeks seldom, or never, depa^rted so fer fropa 
the usual rhythm of speech, as to run into 
hexameter verse, except when they were led,^ 
by the same cause, to depart equally from its 
usual rntlqdy or tonts. 

NOTE 57. 
P. 113. The Episodes were multi- 

PLIED. - - - 

The mistakes, into which some commentators 
have been led by annexing to the term Eiriia-oJioy, 
as applied by Aristotle to Tragedy, the modern 
and Epic idea of a digression, '^ hors-d*ceuvr€, 
intermede, morceau d'attachc^T have been well 
pointed out by Le Bossu, TV. du Poeme Ep. 
liv. ii. ch. iv. v. vi.^. But he appears to me to 
have gone too far, and to have fallen into the 

opposite 

* Sec Diss. II. p. 77, 78. an^ note\ 

* B^tteux's note on this passage. 

^ The Abbe D'Aubign^c had led the way, in hit 
Pratique du Th€Qtr9, liv. uu th. u 
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subjects of piite invention, by the l?det\ general 
^nd detertnined plan^ but depended on the in- 
vention or the choice of the Poet> who itiight, 
without any altetatioA in the xotidXx x^y^, as 
Ari$totte calls it; of his drama, have cotidficted 
the action to its catastrc^he by different- means '. 
The word lir«<roJioy, then, appears te me 
never tb be used by Arii^totle but in its proper 
and derivative sense^, of something 9)zi^e or less 
adventitious or accessory-^ something inserted, 
superadded, introduced \ at pleasure, by the 
Poet. But the Epic Poemj from its extent of 
plan, and the varioty requisite to its purpose, 
admits; and requires,^ subofdiliiatc^ actions of 
greater length and slighter relation to the prin- 
cipal action of the fable, than is consistent with, 
the shorter compass, closer unity ^ and different 
end, of Tragedy. As the Episodes of Epic 

Poetry, 

' " ' I • ■ ■ " ' ■ill I il»l ■ . . mi ( 

< 7'his drstinction is very well illustrated by Le Bossu, 
//v. ii. ci* v. " MaiSy s*il etoit necessaire," &c.— 50 the 
end. But, in other respects, this chapter is embrouille. 
He confounds (as the reader will see by his marginal 
quotations) oiMuiVf proper^ natural^ connected, &c. with 
ihrh-^necesiaryy essential to the story^, &c. He confounds 
an Episode with an essential action episodedy i. e. extended 
and filled up by episodic or invented circumstaMrs. 

^ Er h TOig hrihunuioif [Xoyoif}, J« rov Xoyov EIIEISO- 
RheU iii. cap. xvii. p. 605. DuvaL 
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Poetty, therefore, had more distinctness, entire- 
ness, and projection from the subject, if I may so 
express myself, than those of Tragedy, this, as it 
was the most obvious, became in time almost the 
only, application of the term ; till, at length, from 
the frequent abuse of this Epic privilege of variety j 
and the fHT«|3«XAf»i> rcy inaoyra, ^, scarce any other 
idea vi^as annexed to the word Episode^ than that 
oi digression, hors-d^a^uvrej something foreign to 
the subject, or connected with it only by the 
slightest thread. Hence, too, in modem language, 
the word, I think, is applied only to entire actions 
of this additional, or digressive kind; not to the 
nninuter circumstances or incidents which form 
the detail of an action. Thus, we call the whole 
' story of Dido, in the JEneid, an Episode ; but we 
should not give that name to any of the incidents 
by which the death of Turnus (an action essential 
to the fabJe^) is circumstantiated^ though equally 
introduced and supplied by the Poet, and there- 
fore equally, in Aristotle s sense, iirntFoihot. And 
so much, as to his use of this term, in general. 
Whetlier these remarks are well or ill founded^ 
will best appear, when we come to apply them to 
the particular passages in which the word occurs. 
In that now before us, it is used, I think, in the 
second of the two senses I mentioned ; and its 
best comment seems to be another passage, 
cap.yi\\\.\TransL Part III. Sec^2.'\ where the 

critic 

* Cap. xxiy. 
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objections and difficulties from our own mistakes* 
The consequence of taking «i^;^oy here in the 
restrained sense of mor^/ turpitude, has been, that 
those writers, who have so taken it, have been 
obliged to deny, that yixpioy means laughable^ 
because the laughable in general could not truly 
be defined, ^^ a species of moral turpitude," 

It plainly was not Aristotle's design here to 
enter into an accurate inquiry about the nature of 
laughter, and the distinction of risible and ridi- 
culous objects. This he had perhaps done, in that . 
part of this mutilated treatise, wluch related to 
Comedy, and to which he himself refers in his 
Rhetoric^. His purpose, here, seems to have 
been, merely to support and explain his account 
pf Comedy; i.e. that it was lAtfAfiiri^ f«uXorff«r, 
' ^ an imitation of bad characters ; '* that is, as he 
immediately limits the sense of the general term 
favXov, — of ridiculous^ or laughable^ characters*. 
Such, he continues, are properly daiominated 
fftuXoi, xaxoi, bady &c. because the laughable 
(ftXciop) is one species of the Mfr^oy^ taken in 
its most general sense. " But to what species, 
or class," it was obvious to ask, "does it belong?** 
— To that class, it is answered, of things alcxgtct 

which 

»— — I— 1— 11 ■■ ■—^——^—^1 II ■ ■ ■ ■■ ■ 

\ H/iet. 1 It. Ed Duval.— tl^nrat nOZA El AH FEAOIXiN 
itvf. r) Toi? vrft vomrumf. Ibid, iii i8. 

^ Sec Ko I £ 19 — One of the explanations of fowX©* 
in Hasychius is uarayP^ar®'. 
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^hich are neither destrpcctive nor painful: for 
these, exciting terror or pity, are the property of 
Tragedy*. And he asserts, I think, plainly, that 
the laughable in general^ to yfAowv, i, e. every 
thing that excites laughter, is iiAA^mi^x TI x«i 
**^X®* »yfafv¥op xQn i f6(xgriKop — is, in some re- 
spect or other, Jatiltt/, wrongs deformed, but 
neither painfulnor pernicious. What follows, 
about a ridiculous face, is, I think, dearly; not an 
illustration merely, as Dr. Campbell understands 
it to be ^, but an instance. This* seems evident 
from Aristotle's using the very word «iV;^f ov ; 
(wfocTftwro^ ul^XSop) which he would hardly have 
done, had he just before used the words «J<r;^foir 
and AiV;^®», as Dr. Campbell and Dr. Beattie 
contend that he has used them, hi a moral sense 
only. 

But it is objected — " We can never suppose 
*^ that Aristotle would have called distorted 
" features " a certain fault or slip*'' To call 
them a slip, would indeed sound strangely ; be- 
cause that expression conveys the idea of some- 
thing morally wrong. But when we say, tliat a 
very long nose, or a wide moutii, is a fault in a 
face, we use a very common expression; the word 
fault having, I think, the same latitude of appli- 
cation as the Greek word clfjs.»grfiiAot. 

It 

• See cap. xii. initio. — Transl. Part I' . £nd ot Sect. 9. 
' Phihs. of RAetarie, ioti'u cb, iii. Sect. i. 
« Ibid. 
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It must be observed, however, that all Aristotlis 
says is, that these two characters, deformity qjfsom 
sort J and the absence of pain, or hurty are to be 
found in every object of laughter: he neither 
says, nor implies, the converse — that every thing 
so qualified is laughable*". , With respect to om 
of these characters — the absence oi pain or 
harm — there can be no doubt. It is oijly saying 
that we cannot laugh at that which shocks us. As 
to the other general character, deformity y ugUnes^j 
something wrongs &c. {iti^^rr^oL TI xai My^l^) 
it seems to me, that these expressions, taken ia 
that large sense, in which Aristotle plainly means 
to use them, amount to much the same as those 
used by modern philosophers to characterize the 
risible in general ; such as, ^' incongruity^ incon- 
'* gruous association^ striking unsuitableness\^''-r 
« disproportion^ inconsistence and disscmance of 
" circtfmstances in the some object^.''' — " With 
^ respect to works both of nature, and of art^" 
j9ays the ingenious and philosophical author of the 

Elements 

b a Though every incongruous combination is not 
*' ludicrous^ every ludicrous combination is incongruous/' 
Dr. Beattie, On Lai^hter, &c. ch.ii. p. 351. 

* Phil, of Rhet. book i. p. 89, 93. 

^ Beattie, On Laughter^ from Dr. Gerrard. So 
Akcnside — 

. . • - • some incongruous forfUf 
Some stuhkorn dissonance of things combined. 

J^L of Im.b. iii. t^« ^50. 
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JBtemenfs of Criticism, " none of thfem are risible 
'" but what are ouf of rule, some remarkable 
^* defect or excess ; a very long visage, for 
** example, or a very shprt one. Hente, nothing 
" just, proper, decent, beautiful^ proportioned, or 
" grandi is risible ^'^ This appears to mc to be 
exactly the meaning, and to approach very near 
to the language, of Aristotle. For, of whatever 
may be thus characterized it surely may be said, 
that it has some species oi faulty deformity, or 
distortion : in Aristotle's words, dfAxgmiAa Ti xas« 
mix&'—»i<rx(ov TI x«i AIEZTPAMMENON. 

Aristotle's account, then, of the ycXoioy, appears 
to be right, as far as it goes. It might, indeed, be 
objected to, as too general, had he given it as the 
result of an exact and particular analysis of the 
subject But this, as I have already observed, was 
pot his purpose in this place. 

It is farther objected by Dr. Campbell, that to 
speak of laughter in general, '* would have 
•^ been foreign to Aristotle's purpose : " because, 
" laughter is not his theme, but Comedy ; and 
" laughter only so far as Comedy is concenied 
" with it. Now the concern of Corned v reaches 
" no farther than that kind of ridicule which 
*' relates to manners"." — Undoubtedly it was 

this 

f ■ 

' Lord Kaims, EL of Grit. voLL cA.vi'u Yet he, 
too, objects to Aristotle's definition, as ^ obscure and 
imperfect." — CA. xii, 

" PAH. of RheU b. u ch. lii. stct. I. 

T3 
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this kind of ridicule that Aristotle had principally 
in view. But I apprehend, that the Comedy here 
in question was concerned with the ridiculous or 
laughable in general. For Aristotle's notion of 
Comedy, as an excellent writer has observedi 
^^ was taken from the state and practice of the 
^' Athenian stage ; that is, from the old or rmddk 
" Comedy, which answers to his description. The 
" great revolution which the introduction of the 
\^ new Comedy made in the drama, did not hap- 
*' pen till afterwards "." Now the old and middle 
Comedy, as I have before observed*?, were no other 
than what we should call Farce. To raise a laugh 
was so eminently their object, that the ridicuUmi 
(to yfXoiov) is frcquently used by Plato, as syno_ 
nymous to Comedy^ and substituted for it ; as pity 
is also for Tragedy K Nor was it even very 
*^ foreign to Aristotle's purpose " to instance in a 
ridiculous face ; for that this also was an esta- 
blished source oifun in the Greek tlieatre, is well 
known from the curious account of the comic 

masks 

" Disc, on the Provinces of tie Drama, p. 201. 

• KOTE 'i8. 

f 'Ap Hx aur®' xo>®- xaimfiTOlC rEAOIOT;— 
meaning Comedy: and presently after, to^tov ^oi«f o^rs^ Ir 
TDIS EAEOIS, i.e. In Tragedy. De. Rep. lib.x. p. 606. 
id. Serr. — See also Dc Leg. p. 816. where, in perfect 
agreement with Aristotle, he uses this expression : 
ica A*£f w HEPl FEAnTA In itmym, a h KilMfliAIAN 
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masks in Jul* Pollux ; who says, particularly of 
those of the old Comedy, that they viere ridiculous 
caricaturas of the persons represented : — itti to 
yiXowrtf ov hrp(iiiA»TirQK The Athenians were cer- 
tainly not more delicate than Gicero, who thought, 
we know, that bodily deformities were " satis 
belia materies ad jocandum'." He, ako, agrees 
perfectly with Aristotle, or ratlier follows him, in 
his account of the ridiculous : *^ Locus autem et 
*' re^o quasi ridicuU turpitudine et defor- 
*' MiTAT£ QUADAM continctur'.' 



8 »' 
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P. 114* Its Poets have been recorded* 

The ori^nal is, m AErpMENOI airtf iroiiir«f 

^kHi/Aowuovrai : the only fair translation of which, 
I think, is, " they who fire called its Poets." But 
as it seems not easy to tiiid any reasonable mean* 
ing for this, I have not translated the word at 
all. The text is probably corrupt. Castehefro 
conjectured, very ingeniously, 'OAiroi MEN *0I 

*ATTHZ uroinrai. — But thW Greek, oKiyoi, oi xwurai, 

is, 1 fear, what the critics call, ircyii^a x9/A/AaT®'« 

I uill 



«M 



^ Lth. iv. cap. xix. And see Luciaa, Di Salt, p. 9^5, 
id Bined. He savs, that the ridiculousness of the comic 
masks Was regarded as a part of the eatertaitiaieat ; 

' De Or. lib. ii, cap.ffj. 
^^ Ibid. ii. j8- 

T4 
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I will venture to mention another conjecture that 
has occurred to me. The learned ijeader will dis- 
pose of it as be pleases. It seems not improbable 
that Aristotle wrote, HAi h v^^fAarot runt awrfig 
•X8<r»if 'OIA AErOMEN, *OI auVnf, &c. ie. "When 
it had acquired a certain form, such as we say^* 
alluding to what he had said of Homer's suggest- 
^ ing, by bis Margites, the true Jormy or idea^ of 
Comedy, in which the ridiculous was substituted 
for the mere invective of the old lambiCy or Satyric 

form \ Ta Ttif K<afMdi^»q DXHMATA irf<rr©» u*»- 
iei^fVy 3 v}/»yov, x?i\oi TO FEAOJON igocfAarovo^tia'a^^ 

[cap, iv.] See, also, what he says immediately 
after, of tlie forms {fy^jn^ot^ia) of Tragedy and 
Comedy being ivryfAort^x, in higher credit and 
esteem, than those of the old satirical and enco^ 
jnia'^tic poems which preceded them : for this 
seems to accord with what he here says, that 
Comedy was neglected till it attained something 
of this its proper form, and aimed at its proper 
object, the ridiculous. The reader will see the 
connection : 'H ii xufAtJKXy hx r* MH SIIOTAA- 

ZEZeAI il «f x^f, iXi6f 1^.- HAH AE DXHMATA 

Tiva auTijf £;^8(rii? *OIA AErOMEN, *OI aumc voifirai 

lAvn^jt^onvovToci. — This differs from the present read- 
ing only by the insertion of a single letter. A, 
which might easily have been omitted, from its 
resemblance to the A that follows. 



•mm 
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NOTE 40.- 

P. 114. Prologues. 

We are not, I think, to look for a sense of 
the word Ilf oXoy©*, as here applied to Comedy^ 
different from that, in which it is applied, ch. xii. 
\TransL Part II. Sect 1 0.] to Tragedtf. loboth, 
it was that introductory part of the drama, the 
business of which was, to give the spectator, either 
directly, in its very outset, or, more obliquely, in 
the course of it, so much information relative to 
the subject of the piece, as would enable him to 
follow the action without confusion *. This we 
learn clearly from the following passage in that 
part of Aristotle's Rhetoric, where be explains and 
illustrates the oratorical exordium, by a compari- 
son of it with that of the Epic Poem, and with the 
prologue of a drama. After ^vlng, as examples, 
the openings of the IHad and Odyssey, he goes on, 

^»i 01 T^ayixoi ^Xito't irc^i to fgnfAu, xft¥ ^n tvivfy 
wfnrt^ Eufi^iJuf, aAA* iv Tfli nPOAOFAi y« HOT 
hXoh, wrtFt^ xa* So^oxXn?*— — BLAI "H KXlMlliAIA 
'XlSATTaZ \ — This clearly excludes the separate 

prologue, 

* This pmpose is well expressed iti the Rhet. fib. iii. 
cap, 14. — hi mTTSf £$ tuv ^^m rufif afxn»; '^oia kxPi^ov 

.. ** Riei. iii. 14. The instance there given from 
Sophocles, 'E^t Tramg h Iloxt/^®-, seems an interpolation; 

for 
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prologue, such as that of the Roman Comedy ; 
and it is, also, irreconcilable with Dacier's idea, 
that by the prologue, in the passage we are con- 
sidering, Aristotle meant what was aiterwardsr 
called the Parabasis ; for this was merely an ad- 
dress from the Poet to the audience, thtough the 
mouth of the Chorus, occurring indifferently in 
any part of the play, and even, sometimes, at the 
end o( it*. It seems to differ from the prologue 
of the Roman Comedy, and of the modem drama, 
only in its being delivered by the Chorus, and io 
the body of the piece*. 

Tragedj/y according to the usual account of it, 
seems to have consisted, vA first , only of two parts, 

the Xo^ixov, and fiTTBo-o^sov^, and to have begun 2iXxA 

» 

ended with those choral songs, which were thei^ 

esteemed 



for those words are not//i any part of the TTfohcy®' of the 
Oedipus Tyr. even according to Aristotle*8 own definitioa 
of the word, cap.xxu — The sense too seems better with* 
out it ; for he means, I think, to say, that it was the 
general practice of Sophocles to convey this informatioa 
more indirectly j and somewhere in the .Prologue, as it was 
the general practice of Euripides to do this professedly, 
and in the very opening. 

* As in the £xx7^i}(r. of Ariuophanes^ whidi closes with 
the Uafapaai^. — See Sntdas, w Trofa^. and Jul. Pollux. 

^ See tSe Parabasis of the Nubes^ v. 518, which, itt 
indec ency excepted, is much of the same cast with the 
prologues of Terence, 

I Cap% tCiu TransL PartlL Sect. 10. 
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esteemed the essential part of Tragedy. But, 
afterwards, these scanty fieibles, /ux^oi /muOpi^ as 
Aristotle calls them, were drawn out to their pro- 
per size^ not only by mtroducing a greater 
variety of episodic incidents ^ but by prefixing to 
the^r^ choral song, (or to the first speech of the 
entire chorus^ according to Aristotle's account of 
the Parodey cap. xii.) the introductory part called 
UfoXoy^^ and adding, after the last, the conclud- 
ing part called ££o^oc. The case was pix)bably 
the same with Comedy. The Phallic songs, from 
which it received its birth **, were, I suppose, 
regarded originally as the essential part of the 
Cofnic drama, in the same manner as the Bacdiic 
hymnd were of the Tragic. Aristotle plainly 
speaks of Comedy, as having gradually received 
similar additions and improvements to those of 
Tragedy*; and, among these, that of the Ufokoy^. 
That such an introductory part, or act^ which 
should be, as Aristotle expresses it, iayiM Xoya^ 
and iioTTomvit ru tirioyrf ^, was indeed still more 
necessary to Comedy than to Tragedy, is obvious 
fi-om the very nature of the former drama'. 

The 



' Cap.iv. « See note 37. ^ C^.iv. 

' grfoo'MTa — ^fo>oy»f — •jtxjAj vvouftrw, — Masks were 
used in Tragedy also. iEschylus was^ ** persona — 
repertor honestae," according io Horace. 

^ RheU ubi supra, 

\ See NOT£ 59^ and the passage from Athensus. 
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The nature and office of the Greek prolpgue, 
and its two diflferent jwtf wwer^, are, I observe, very 
exactly expressed by Terence in the conclusioti 
of his separate prologue to the Jcklphi ; as they 
are also very well exemplified in the two ficst 
scenes. 

Dehinc, ne expectetis argumenta fabulse. 
Senes qui primi venienty hi, partem aperient y 
In agendo partem ostendtnt. - - - 

That is, as I understand it, part of the plot they 
will open to you in the way of direct narration, 
like the prologues of Euripides, (as, in the soli- 
loquy of Mitio,) and part they will discover in a 
more oblique and dramatic way, in the scene of 
action and dialogue that follows : *' In agendo 
partem ostendentJ^ 

I ventured, in a former note*, to say, that the 
Greek Tragedy appeared to me to have retained, 
with all its improvements, some traces of its 
origin. Something of this may be perceived, I 
think, in the very opening of many of the Greek 
dramas : but especially in those of Euripides, 
whose inartificial prologues of explanatory nar- 
ration, addressed directly to the spectators, remind 
us of the state of tragedy previous to the intro- 
duction of the dialogue; when it consisted only 
of a story told between the actSj (if I may so 
speak,) of the Dithyrambic Chorus, which wqs 

then 



♦ NoTfi 33, p. 308. 
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then the main body and substance of the enter- 
te^ininent When I read the opening of the 
Hecuba : ^ 

HKil, vBKouv x&vG[JLuvoc icai (nco-m mtXo^ 
AiTTcov, Iv ASuig x^^'^ ccTCigoU Gecav, 
tlOATAXlPOS> EKxfifig Traig ysyeag rug KiCirecag 
JJ^iUfjoigTe 7raTo®»— x»r. aX.". • - - 

— that of the Persce of -SEschylus: — ^ 

TAAE fi&f Tlt^tatf rm olxpfievcav 
EXXaJ' elg ccloev m^» icakuroci. - - - 

, even the — 
----- ATTOS Jr IxiyXufla 



O nASI KAEINOS OIAinOTS KAAOT- 
MENOS - - - . 

— of Sophocles", I cannot help thinkmg of the 
single actor of Thespis, announcing his own 
name and family, and telling the simple tale of 
his achievements or misfortunes* 

This sort of direct explanation was afterwards, 
with much more propriety, teikenfrom the persons 
of the drama^ and consigned to the actors in a 

detached 

■ Almost all the Tragedies of Euripides open in 
the same manner. Sec, in particular^ tpf^ig* in Taur. 
Baccha^ and Phtenissa. 

" Oed, Tyr, v. 8. — Of all the openings of this Poet, 
that of the Tracfuma resembles most the manner of 
Euripides. 
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detached prologue, such as those of Plaufus and 
Terence : a practice, whidi, if we did not know 
the attachment of Ben Jonson to every thing 
antient, we might suspect he meant to ridicule, 
by the pleasant use he has made of it in the 
prologue to his puppet-shew of Hero andLeander^ 
in the Bartholomew Fair. 

** Gendes, tbat do longer your expectations may wander, 
** Bahold owr chief actor, ambipus Leandtr^ 
** With a great deal of cloth lapp'd aboat him like a scarf, 
«* For he yet serves his £either, a dyer at Puddle-wharf," &c. 

The next, and the last step, in the history of 
Prologues^ was again to leave the argument^ as 
it had been left by Sophocles, to the oblique in- 
formation and gradual development of the action 
itself, and to make the separate prologue subser- 
vient to other purposes, unconnected with the 
subject of the drama. — The worst of these pur- 
poses, and the greatest possible abuse of the 
term, is to be found in what is called the Pro- 
logue of the French Opera ; which is wholly 
composed of two ingredients,. almost equally dis^ 
gusting to a just poeticaly or moral taste — 
allegory and adulation\ 



'^ See Roussiau*B account of it, Did* di Musique^ 
art. Pb.olo€^U£. 
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NOT£ 41. 

P. 114. Epicharhus and Phormis first 

INVENTED COMIC FABLES. - - - 

Dacier, here^ raises unnecessary difBcuIdes. 
His positive assertion, that, in the old and 
middle Comedy, " II n'y avoit rien de feint^ 
[Notes 1 o and 1 3] is surprising. The slightest in- 
spection of Aristophanes will confute it Was it, 
then, a factj that Socrates used to be suspended 
in a basket for the benefit of aerial meditation ? 
and that JElschylus and Euripides weighed their 
verses in a pair of scales, to decide, by that 
means, a contest for superiority, after they were 
dead*? &c. • Farther, it seems not easy to recon- 
cile this assertion of Dacier's, to what he after- 
wards says, cA. ix. note 8. 

M,v9«c irpjfiv, is clearly to invent plots or sub^ 
jects; and whatever is invented, or feigned, is, in 
Aristotle^s language, xaSoxii, or general, as opposed 
to a strictly historical plot, w hich is Kxi fx«r«y, 
particular. See ch. ix.^ which is the best com- 
ment on this passage i especially what is there 
said of Comedif* The expression, therefore, 
which Aristotle presently after uses, in speaking 

of Crates, aptiAiv^ mc iok/eajSixdc liiciq^ xaOoXn 

«roici» Aoy^c II /tAufi»(, I understand to be no more 

than 

• NubesyJctl. ScAli.—Raruc, ActY. Sc.ill. 

* Tr/Mil. Part U. Sfct. 6. 
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than the development of ttie sliorter expression 
ivhich preceded, /»p9»^ iro*«R. He does not say, 
that Crates was the first Poet^ but only the first 
Athenian Poety who invented $uch comic sub- 
jects. The distinction seems clearly marked : to 
jutcv iy {0 ftfpc'i^ ^"^ SIKEAIAS ixhi TAN AE 
A©HNHiSI, Kf«TUf iTfWT^ — %:r. ciXk. 

NOTE 42. 

P. 114. Epic Poetry agrees so far 
WITH Tragic, &c. 

Of the corruption of this passage I have no 
doubt. It has been proposed to eject the words, 
fAfr« Xdys.' My suspicion rather &lls upoa due 
word jcoTfir ; which, as it adds nothing but em- 
barrassment to the sense, (X6yO*> speech^ or 
word^y being a general term, and including me^re, 
as in c^. i%) I have omitted. It a^)ears to me, 
likewise, that the only meaning, which can reason- ^ 
ably be ^ven to the expression, f^xi^ MONOT 
fUTfir, is— ^" as far as n^tre alone ; i. e. without 
'^ considering the other means of imitation, ;72€/oi^ 
" and rhythm.** And, accordingly, some com* 
mentators, by furj ©y 'AHAOTN, understand verse 
idonej without music. But had this been Aristotle':^ 
meaning he would probably have used the ap- 
propriated and clear word, ^iXq^ ^ The proper 
and obvious sense of /AEr^oy dwXav, is, a simple^ or 

single^ 

• See NOTE 5. p. 234, &c, ^ lUd, ' 



r 
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^ingkf kind of metre ^ This sense seems also 
supported by what he says of the metrical^ dif- 
/preince of the £pic and Tragic Poems, cap. xxiv, 
where ^mdody and rhythm are not taken into the 
comparison, but the difierent kinds of metre 
only, and thei;: bping one, or many: — tl yxg nc 

fy nOAAQIZ, dvftiTii »¥ fctm^ro. And farther, 
that An3totle (}id not mean to express by /xrrfoy 
,fi^^9p, \he exclusion of melody and rhythm, 
&ppeai;s .the more probable, j^ecause he sufii- ^ 
cieptly expre$ses this presently afterwards, when 
he says, that some of ih^ parts of Tragedy were 
peculiar to it. Now these parts^ are no other 
.than the deqoration, (o4'*f>) ^"4 the Melopceiay 
Hvhich included melody and rhythm. 

On the whole, it seems not improbable, that the 

' ' ■ i ' ■ * ' ' ' '■'■•' • ,i 
pa^ss^e originally stood in some such way as this : 

*H p,t¥ iif EfFOTFoiiCi rn Tfxyafi» jab^i jmovk TOT 

NOTE 43- 

P. 115. This, at first, was equally 

THE CASE WITH TeaGEDY ITSELF. 

It seems to have been taken for granted, 
.without any foundation, by Dacier, and other 

commentators, 

* Asm — MONOE1AH2 — Sutdas. *A'x>^— AST N- 
0ETON. Hes. So, airKisv is opposed by Aristode to 
9rev>£yfiev99i caf. x. et passim : and to^ 3<5rM(y> ft^/.xiii. 
^xxi. 

vo2m I. e 
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commentators, that the modern rule, (for an 
antient rule it certainly is not,) of what is called 
the unity of time^ was strictly adhered to in every 
period of the Greek drama: and this has led 
them, in this passage, to confound the length of 
the action^ or fable> with that of the represen-^ 
tation; for these, where a strict unity of time is 
observed, are indeed the same. But Aristotife 
here says plainly, that in the earliest state of 
Tragedy, no rule at ally with respect to thie time 
of the action, Iras observed ; that it was not 
only allowed to exceed " a single revolution of 
" the simj"^ but was " indefinite^^ (««f*r^) like 
that of the Epic Poem. This evidently caiinot 
be applied, without absurdity, to the time of re- 
presentation. Yet so it is applied by Dacier in 
his note on this passage, p. 70. 

But it appears farther, I think, from what is 
said, and plainly said, in this chapter, that, after 
all we have heard so often about this famous 
unity of time, the rule receives not the least 
support from Aristotle's authority. Every one, 
who Icnows how much stress has been laid by 
modem critics on the three dramatic ufuties^ and 
happens not to be well acquainted with Aristotle's 
treatise on Poetry, would, I suppose, naturally 
take it for granted, that they are all explicitly laid 
down^ and enforced by him, as essential . and in- 
dispensable laws, in that famous code of dramatic 
criticism. But the fact is, that, of these three 

rules, 
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rules, the only one that can be called important—^ 
that of the uniii/ of action — is, indeed, clearly 
laid down and explained, and, with great reason, 
considered by him as indispensable. Of the 
two other unities, that of place is hot once 
mentioned, or even hinted, in the whole book; 
and all that is said, respect;ing the time of the 
action, is said in this chapter, and in these 
words: "Tragedy endeavour s^ as jar as pos- 
" siblCy to confine its action within the limits of 
" a single revolution of the sun, or nearly 
" so^" Almost all the commentators seem 
agreed in understanding the expression, /eai« 
trifipf^ ikm, to mean only an artificial day. 
But I own I could never yet perceive any good 
reason, why we should not permit Aristotle to 
mean what he seems, in plain terms, to saj/. 
If he meant pnly twelve hours, )why did he 
prefer an expression so ambiguous, to say the 
least of it, as (mam infioSov vXtv, to the clear and 
obvious expression of /»iav *HMEPAN ? — But, to 
wave this question, the utmost, which the most 
strenuous advocates for the unity of time can 
make of this passage, is tliis — that the Poet 
should endeavour, as far as possible, to confine 
the supposed tihie of the action to that of a 
single day, or nearly so. Now it seems allowed, 

that 

fUJKfoy llo^MTTiiy. Cfip, V. 

2 2 
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that hone of the Greek Trageili^ extent (bShld 
have taken up, in tlie represeh^tion, liidrcJ ihttti 
three or four hoiirs. What Ariitotfe, therefoi'fe; 
here siays, is so ifar from being a rulfe fdi" tfib 
unity of time, that, on the contrary, it is s^yi^g' 
93 plainly as possible, that, in his view, ii wa^ bo 
duty mcumbent on the dramatic Poet even to* 
aim at the observance of such a rule : for, bid 
he thought otherwise, his mode of exprl^ssioh 
would, surely, have been very differ^t. He 
would have jproposed the istrict unity of tittic-^ 
the exact coincidence of the actual tifne 6i re- 
presentation witb the supposed tiine of the 
action — as the point of perfection, at which tKe 
Poet was to aim : he would bave said, ** 'iTragedy 
" endecrtxnirs^ as far as possible, to cohfihe its 
" action within the time of representation, Or 
*^ nearly so.** 

It is certain, indeed, that the nature of the 
drama, strictly and i^igorously considered, would 
require, I will not say, to the perfection, but to 
the closeness, of its imitation, the exact coinci- 
dence here mentioned ; and it is on this founda- 
tion only, that any rule at all relative to time 
could be necessary, and that the dramatic Poet 
could, witb any reason, be denied the privilege 
of the Epic. All I contend for is, that Aristotle 
has no whore required such a coincidence ; that 
he has not even* mentioned it ; much less has he, 
eitlier here, or in any other part of his work, 
5 enjoined 
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enjoined it as a rule. His rule is, as gertemUy 
utidei'stdod, "confine your ttfction, as nisatlyieis 
**" you can, to d singlfe day f — 6ty as I think^ in 
cbirformity to his plain words j it skduld be Utiddr- 
stood — *' to A single rfevotutidn of.&e sun, W 
*^ twenty-four hours \" 

It may, perhaps, be objected, that AH^Ue 
ha^ not delivered this in the fbrm of a^ rtik; that 
he only refers to fact ^ atid to the usual pradikt 
of the dratriatic Poets of his tirhe. " Trageiy 
endeavours," &c. But, ^sbrely, to niention the 
general practice of Poets wiih seeming appro- 
bation, o^, at least, without a word to the con- 
trary, is, in fact, to eredt that practice, (as he 
has done on many other decisions throughout his 
treatise,) into a rule. — It is sufficient for my 
purpose, that, at least, he has ^iven ho othtr 
rule. 

Moreover, 



* It is diverting to hear Castelvetro gravely setting 
forth the inconveniences of being shut up for four and 
tiventy hours in a theatre : — '< II tempo stretto c quello, 
'* che i veditoli possono a suo agio dimorare fedendo in 
'* theatro ; il quale io nOn veggo che possa passare 11 
*' giro del sole, si come dice Aristotele, cio e, horc 
** dodici : congiosia cesa che per le necessita del corpo» 
<* come e, mangiare^ bere, dipcrre i superflui pest del 
** ventre e delta vesica^ dormire, e per altre necessita, 
" non possa il popolo continuare oltre il predetto tcr- 
** minp cosi fatta dimora in theatro."—^. I09« 
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Moreover, what he here says of the practice 
of the Greek dramatists, seems somewhat adverse 
to the language of those modem critics, who so 
often appeal, if I mistake not, to that very prac* 
tice, for the support of their rigorous unity of time. 
For, if his expression does not prove, that he 
thought the rule of a single revolution of the sun 
the only rule which the Poets ought to observe, 
it surely proves, because it actually says, that he 
thought it the only rule, which; in general, they 
did observe. But what says Dacier? ** Une 
" Tragedie, pour fetre parfaite, ne doit occuper 
'^ ni plus, ni moins de terns, pour Taction, que 
*^ pour la representation ; car elle est alors dans 
'^ toute la vraisemblance. Zes Tragiques Grecs 
" lWt tou jours pratique." What he adds, 
it seems not very easy to comprehend : " Et ils 
*^ s'en sont fait une loi si indispensable, c^epour 
^' ne la pas violer, ils ant quelquefois violent^ leurs 
^^ incidenSy d'une maniere que je ne conseillerois 
" pas de suivre : ^ i. e. ia plain English, (for I 
can make nothing else of it,) ^^ they have so 

scrupulously adhered to the rule, that, some* 

times, for the sake of observing it, they have 
" been obliged to break it." p. 118. 

I believe, every reader, who, in perusing the 
Greek Tragedians, has taken the pains to examine 
this matter, must be sensible, that what Dacier 
so confidently asserts, of their constant adherence 

to 



u 



•c 
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to this rule; is palpably fa se. I shall only men- 
tion one remarkable instance of the utter neglect 
of it, and that in Sophocles; uho, in this, as 
in other respects, is usually regarded, I think, as 
the most correct and regular of the three Greek 
Poets whose Tragedies are in our hands. In his 
Trachini(Ey v. 632, Lichas sets out to carry the 
poisoned garment to Hercules, whom he finds 
upon the Cencean promontory, ^hich is said^ to 
be about sixty Italian miles from the scene of tlic 
action. At v. 734, Hyllus, who was present when 
his father received the garment, atrives with the 
terrible relation of its effects. Thus, during the 
pertbrmance of about a hundred lines, a journey 
of about one hundred and twenty Italian miles is 
supposed to have been taken. — For this, and other 
instances of the same kind, I musf content myself 
with referring the reader to the sensible and well 
written Estratto della Poetica ^AristotilCj pub- 
lished among the posthumous works of Metastasio^ 
and which did not fall into my hands till all my 
notes were written. It contains many ingenious and 
sagacious observations. The subject of the dra- 
matic unities, in particular, is discussed at large, 
and, I think, in a very masterly and satisfoctory 
way. And, with respect to the strict unities of 
time and ptace, he seems perfectly to have suc- 
ceeded in shewing, that no such rules were im- 
posed 



MM. 



\ By Metastasio. 
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posed on tfee Greek Poete by the critics, or b^y 
theniaelvcs ; — ^nor are iqappsed pn.^wy Poet, jcither 
by the iia^wre, or tlje e^w^pf the drc^Epatic imi- 
tation itself *. 

It wpuld i>e jiQexcusa]:^le to quit ^ subject 
without r^inding the reader, that the ipi^es of 
timetaBd place, were long ago powerfully, and, in 
my Clinton, unanswerably combated, as far as 
their prtttcrp/?^ are concerned, by Pr: Johpspn, in 
his preface to Shalospeare, p. 20, &c. 

* Capitolo 5. 
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